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The  photographic  ran  used  by  Roger  Fenton  during  the 

Crimean  War.   This  photograph  by  Roger  Fenton. 

in  1855,  shows  his  assistant,  Marcus  Sparling,  on  the  tan. 

The  cumbersome  equipment  required  for  photography 

in  the  1850's  made  the  use  of  such  a  ran  essential  for  a 

photographer  like  Fenton,  who,  as  a  war  correspondent, 

wished  to  move  about  freely  to  cover  war  and 

war-related  scenes  during  a  campaign.     LC-USZ62-2319 


Viewpoints 


The  photographer  in  his  studio,  Iowa  City,  Iowa      This 
portrait  of  Wetherby  was  made  from  one  of  his  early 

X  r  ,  ?™pIates-  He  h"d  made  many  portraits  m 
New  England  before  going  to  Iowa  in  1859  and  settling 
*n  Iowa  City.  He  represents  many  now  almost  forgotten 
Photographers  who  flourished  ,n  the  small  town,  in  the 
west  as  the  photographic  art  spread  over  the  land 
Photograph    by    Isaac    Augustus     Wetherby    [ca    1869]. 

LC-USZ62-3529. 
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In  May  1962  the  Library  of  Congress  presented  an  exhibition  from  its  collections  of 
prints  and  photographs  entitled  "Viewpoints,''  assembled  to  coincide  with  the  annual  con- 
vention of  the  Special  Libraries  Association  held  in  Washington  that  year.  The  exhibition 
indicated  the  scope  of  the  collections  and  suggested  the  desirability  of  a  publication  at  a  later 
date  that  would  make  known  to  a  wider  audience  the  extent  and  availabilit)  of  the  holdings 
in  the  Prints  and  Photographs  Division. 

While  there  are  more  items  in  this  guide  than  there  were  in  the  exhibition,  the  title  used 
in  1962  again  serves  to  indicate  the  various  approaches  and  the  broad  range  of  subjects  found 
in  the  work  of  printmakers  and  photographers. 

The  impact  of  published  reproductions  cannot  be  as  great  as  that  of  the  original  works, 
but  they  can  serve  as  a  guide  to  the  range  and  kinds  of  collections  available  and  remind  view- 
ers how  richly  rewarding  the  total  experience  of  the  originals,  in  their  true  sizes  and  colors  and 
tonalities,  can  be. 

Publication  of  this  book  at  this  time  also  marks  the  75th  anniversary  of  the  formal  com- 
mencement of  activity  in  the  field  of  visual  arts  in  the  Library  Public  exhibitions  became  DOS 
sible  only  after  the  Library  had  been  moved  from  its  overcrowded  quarters  in  the  Capitol  to  its 
new  building,  which  was  officially  put  into  service  November  1,  1897.  Before  that  date,  on 
July  1,  a  Division  of  Prints  had  been  established  by  Congressional  authorization.  By  mid- 
1898  visitors  to  the  Library  were  being  offered  exhibits  of  items  of  special  interest  from  the 
considerable  collections  of  prints  already  in  the  Library's  custody.  By  1901  there  had  been  }0 
exhibitions  of  prints  and  since  that  time  there  has  been  a  continuing  series  of  exhibitions  re- 
flecting and  illustrating  the  collections  indicated  on  the  pages  that  follow. 

Many  members  of  the  Prints  and  Photographs  Division  assisted  in  the  selection  of  the 
works  represented  in  this  book  and  provided  the  research  upon  which  the  captions  are  based. 


Foreword 


The  curators  and  specialists  contributed  sections  on  their  individual  areas  of  interest,  and  Mil- 
ton Kaplan,  the  division's  curator  of  historical  prints,  did  much  of  the  final  writing  of  this 
book  and  devoted  himself  to  searching  out  many  of  the  examples  finally  used.  Mrs.  Jeanne 
Tifft,  who  was  formerly  cataloger  of  fine  prints,  wrote  many  of  the  captions  used  in  the  1962 
exhibition  and  a  number  of  her  ideas  have  been  retained  in  this  publication.  Much  help  was 
also  given  by  Herbert  Sanborn  and  Arthur  Burton  of  the  Library's  Exhibits  Office,  and  by  the 
staff  of  the  Library's  Publications  Office.  The  task  of  expanding  and  editing  the  book  for  pub- 
lication was  carried  out  by  William  C.  Ackerman,  an  editor  in  the  Publications  Office. 

Between  the  time  of  its  conception  and  the  publication  of  this  volume,  one  of  the  staff  of 
the  Prints  and  Photographs  Division  died.  Hirst  D.  Milhollen  had  devoted  more  than  40  years 
to  the  growth  and  arrangement  of  the  pictorial  collections,  as  well  as  to  their  study  and  inter- 
pretation, and  was  directly  responsible  for  some  of  the  most  significant  acquisitions  recorded  in 
these  pages.  His  colleagues  honor  his  memory  through  their  work  on  this  publication,  which 
stands  as  a  tangible  expression  of  the  values  Hirst  Milhollen  did  so  much  to  establish. 

Edgar  Breitenbach,  Chief 
June    1973  Prints  and  Photographs  Division 
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Cover  for  L'Estampe  Originale.    The  entertainer 

Jane  Avril  is  portrayed  inspecting  a  freshly  printed  sheet 

at  the  lithographic  printing  shop  of  Ancourt>  where 

many  of  Toulouse-Lautrec's  lithographs  were  printed. 

Pere  Cotelle,  the  most  skilled  pressman  at  Ancourt's,  is 

shown  working  the  hand  press.    Color  lithograph  by 

Henri  de  Toulouse-Lautrec.     1893.     Pennell  Collection. 

LC-USZ62-17348. 


Pictorial  materials  have  had  a  place  in  the  Library  of  Congress  from  us  very  earliest  days. 
Ap.irt  from  illustrated  hooks,  pictures  on  separate  sheets  came-  into  the  collections  in  main 
ways:  through  gift  or  purchase,  through  transfer  from  other  government  agencies,  and  through 
deposit  for  copyright.  Under  the  first  United  States  copyright  law  (1790),  and  until  1870, 
copyright  registrations  were  made  in  local  U.S.  district  courts.  One  engraving — an  unfinished 
proof  of  a  copy  of  the  Declaration  of  Independence  surrounded   by  the  seals  of   the  original         j  j 

States,  and  deposited  for  copyright  November  I,  1818,  in  the  Federal  Court  for  the  Eastern 
District  of  Pennsylvania — is  the  Library's  earliest  surviving  pictorial  item  registered  tor  copy- 
right. The  administration  of  copyright  was  centralized  in  the  Library  by  legislation  in  1870 
and  the  collections  that  had  accumulated  in  the  courts  and  other  agencies,  and  had  not  been 
transferred  to  the  Library  earlier,  were  placed  in  its  custody.4 

This  centralization  of  copyright  activities  in  the  Library  in  1870  and  the  consequent 
steady  enlargement  of  the  Library's  collections  has  worked,  as  intended,  to  the  long-term  ad- 
vantage of  the  Congress  and  the  Nation.  The  act  of  Congress  could  be  credited,  three-quarters 
of  a  century  later,  with  seeking  to  assure  that  "henceforth  the  complete  product  of  the  Ameri- 
can mind  should  be  treasured  up,  so  far  as  the  copyright  system  could  possibly  effect  this 
end  .  .  ."  and  also  with  seeking  to  "put  the  Library  of  Congress  forever  upon  a  uniquely  na- 
tional basis  .  .  ."  (David  C.  Mearns,  The  Stor)  Up  to  Sou:  Tht  Library  oj  Congrt  fj  1800 
1946,  1947) 


•  In  administering  copyright,  Federal  courts  in   the   various  districts  had    i  lerable  coll 

of  the  materials  which  had  been  entered  there  for  copyright    Reserve  collections  had  also  been  established,  first  with  the 
Department  of  State,  later  with  the  Department  of  the  Interioi    Nonetheless,  in   these  successive  transfers,  man)    pit 

torial  items  have  been  lost,  and  the  surviving  deposits  must   be-  only  .1   fraction  ol   tin   original   number. 


In  1870,  with  this  major  new  growth  factor  beginning  to  work,  the  Library  occupied 
only  rooms  in  the  Capitol;  it  was  severely  limited  in  space  yet  constantly  adding  to  its  collec- 
tions and  expanding  its  interests.  By  the  1880's  books,  prints,  maps,  and  journals  were  piled 
everywhere  in  the  cramped  rooms,  and  readers  had  to  squeeze  by  heaps  of  books  and  papers  to 
reach  their  chairs. 

A  new  building  was  clearly  indicated,  and  in  1897  it  was  completed.  All  the  contents  of 
the  Library  in  the  Capitol  were  first  transferred  to  the  ground  floor  of  the  newly  completed 
building  for  preliminary  classification. 

As  order  emerged,  it  became  obvious  that  the  collections  of  such  special  materials  as 
prints  and  photographs  had  grown  to  sizable  proportions  that  would  require  greater  provision 
than  had  been  made  for  them,  especially  if  they  were  to  serve  as  reference  and  other  learning 
resources  in  the  same  way  that  books  had  long  been  used  and  thus  made  a  part  of  the  Library's 
basic  general  service. 

This  was  the  course  the  Library's  development  was  to  take.  When  the  functions  to  be 
carried  out  in  the  new  building  were  being  planned,  the  eminent  librarian  Melvil  Dewey  was 
an  expert  witness.  At  hearings  before  the  Joint  Committee  on  the  Library  in  1896  Mr.  Dewey, 
at  that  time  secretary  of  the  University  of  the  State  of  New  York  and  director  of  the  State  Li- 
rary  of  the  State  of  New  York,  was  asked  if  he  thought  "any  attention"  ought  to  be  given  to 
the  collection  of  a  "fine  art  exhibition  or  exhibit"  in  connection  with  the  new  library. 

"I  do,  very  decidedly,"  Dewey  said.  "The  feeling  is  general  among  the  best  educational 
thinkers  of  the  country  that  we  have  got  to  educate  the  people  through  the  eye,  not  only  by 
reading  the  conventional  language  as  printed  in  books,  but  also  the  natural  language  as  shown 
in  works  of  art  and  objects  of  scientific  or  historical  interest.  We  are  outgrowing  the  curious 
notion  so  ingrained  in  many  people  that  education  is  something  to  be  had  only  from  the 
printed  page  .  .  ."  [Italics  added!  (U.S.  Congress.  Senate.  Joint  Committee  on  the  Library, 
The  Condition  of  the  Library  of  Congress,  1897) 

With  the  expanded  opportunities  offered  by  the  new  building,  the  Library  was  soon  em- 
barked on  broadening  the  scope  of  its  cultural  resources,  and  in  1898  accepted  a  major  gift  of 
more  than  2,700  prints  and  other  pictorial  materials,  the  Gardiner  Greene  Hubbard  Collec- 
tion. The  Library  acquired  not  only  a  distinguished  group  of  engravings  and  other  old  prints 
but  also  an  important  collection  relating  to  Napoleon  and  including  cartoons  and  posters,  and 
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Material  removed  from  the  Capitol  and  dePos,ted  in  the 

north  basement  hall  (now  occupied  by  the  Music 

Dmston)   of  the  main  building,  the  first  separate  home 

of  the  Library  of  Congress.    Photograph  by 

Levm  Corbin  Handy.  [1897?].    LC-USZ62-38244. 

8,  below 
Copyright  deposits  in  the  basement  of  the  new  Library 
of  Congress  building  before  being  classified. 
Photograph.  [1898?].    LC-USZ62-38245. 


subsequently  a  cash  endowment.  The  Hubbard  bequest  provided  the  impetus  tor  the  establish- 
ment of  a  gallery  and  the  position  of  gallery  supervisor  to  care  tor  these  prints  and  for  others 
that  might  be  added.  Accordingly,  spate  was  set  aside,  and  the  organization  ot  the  Library's 
print  collections  began  in  the  first  decade  of  this  century.  At  the  beginning,  .1  tew  of  the  prints 
were  put  in  the  southeast  attic  of  the  Library,  but  the  Librarian  reported  that  in  the  first  ye.ir  ot 
operation  of  the  new  building  the  greatest  number  ...  remained  still  on  the  floors  or  in 
packing  cases." 


Much  progress  was  soon  to  follow.  By  I  905  no  prints  were  on  the  floor,  and  none  re- 
mained in  packing  cases  for  long,  but  to  accommodate  them  the  original  gallery  space  had  to 
be  filled  with  specially  constructed  cases.  Other  gallery  space  was  established,  and  a  spacious 
reading  room  and  office  were  set  up  in  the  southeast  corner  ot  the  Library's  second  floor — 
space  which  was  used  until  1971  by  the  Prints  and  Photographs  Division. 

Since  World  War  II  the  collections  of  pictures  have  grown  to  nearly  10  million  items, 
and  a  large  area  in  the  Annex  of  the  Library  houses  the  division's  staff  and  holdings.  Thomas 
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G.  Alvord,  Jr.,  the  first  superintendent  of  the  Art  Gallery,  could  hardly  have  envisioned  that 
more  than  50,000  titles  of  motion  pictures,  ranging  from  short  educational  films  and  tele- 
vision commercials  to  full-length  feature  entertainment  productions,  would  he  included  in  the 
collections;  nor  could  he  have  conceived  the  extensive  development  of  the  collection  of  origi- 
nal drawings,  now  one  of  the  most  valuable  assets  of  the  Prints  and  Photographs  Division. 
Each  successive  generation  has  seen  new  developments  in  the  scope  of  the  division — which 
was  first  the  Division  of  Prints  ( 1897)  and  then  the  Division  of  Fine  Arts  (1929).  In  the 
early  1940's  it  was  realized  that  the  rapidly  growing  use  of  the  pictorial  record  made  its  full- 
est availability  and  accessibility  of  increasing  importance  for  the  study  and  understanding  of 
the  past.  The  decision  was  accordingly  made,  in  1944,  to  change  the  name  of  the  division  to 
Prints  and  Photographs,  an  indication  in  itself  of  a  major  dimension  of  growth  in  the  Library's 
picture  records  and  in  the  scope  of  its  service  to  the  Nation. 

This  book,  issued  75  years  after  space  was  first  allotted  to  the  pictorial  collections,  will 
suggest  how  varied  and  rich  the  resources  have  become.  Many  of  the  collections  from  which 
these  pictures  were  taken  have  been  described  in  Guide  to  the  Special  Collections  of  Prints  and 
Photographs  in  the  Library  of  Congress  (Library  of  Congress,  Washington,  1955  ),  compiled 
by  Paul  Vanderbilt,  and  in  American  Prints  in  the  Library  of  Congress:  A  Catalog  of  the  Col- 
lection, compiled  by  Karen  F.  Beall  and  the  staff  of  the  Prints  and  Photographs  Division  (and 
published  in  1970  for  the  Library  of  Congress  by  The  Johns  Hopkins  Press);  and  selected 
works  have  been  listed  or  illustrated  in  the  various  exhibition  catalogs  published  by  the  Li- 
brary. But  this  is  the  first  publication  to  present  a  broad  selection  of  the  Library's  prints  and 
photographs  to  represent  the  world  scene  as  well  as  the  American,  and  artists  of  other  countries 
as  well  as  our  own. 

Many  prints  required  by  researchers  will  be  found  outside  the  Prints  and  Photographs 
Division.  The  Rare  Book  Division,  Manuscript  Division,  Geography  and  Map  Division,  Music 
Division,  and  the  general  book  collections  of  the  Library  are  also  rich  in  pictorial  materials. 
In  general,  however,  the  Prints  and  Photographs  Division  has  the  primary  responsibility  for 
the  custody,  cataloging,  and  service  of  the  pictorial  holdings  of  the  Library  of  Congress.  Al- 
though references  arc  made  in  the  text  to  such  materials  in  other  parts  of  the  Library,  all  the 
pictures  in  this  book  are  from  the  Prints  and  Photographs  Division's  files. 

To  give  some  sense  of  organization  to  this  collection  of  diverse  pictures,  several   broad 
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topics  have  been  selected  around  which  pictures  of  varied  content  and  medium  have  been 
grouped.  Although  the  selections  are  arranged  chronologically  under  headings,  there  has  been 
no  attempt  to  show  continuity  or  trends  or  to  develop  broad  ideas  other  than  those  the  head- 
ings themselves  suggest. 

It  is  a  book  of  sample  selections — one  intended  to  show  the  variety  and  richness  of  ma- 
terial on  places  and  people,  ranging  in  themes  from  disasters  to  triumphs  and  in  settings  from 
simple  objects  and  occurrences  to  elaborate  scenes  and  ceremonies.  Similarly,  the  annotations 
vary  from  brief  lines  to  longer  texts  that  make  it  possible  to  show  something  of  the  flow  of 
history  that  can  so  often  be  seen  through  a  single  picture  (  as  in  Villa  of  Brule,  No.  123 ),  or  to 
give  added  dimensions  to  the  early  utilization  of  a  scientific  development,  i.e.  the  motion  pic- 
ture (as  in  the  photograph  by  the  American  Mutoscope  &  Biograph  Co.,  No.  177),  or  to 
amplify  a  photograph  by  an  episode  in  the  relation  of  the  photographer  and  his  subject  (as 
in  Pavlova,  No.  181). 

These  selections  largely  represent  a  world  preserved  for  us  by  the  older  pictorial  arts — 
before  motion  pictures,  large-page  picture  magazines,  and  television  recordings.  For  most  of 
our  history  it  has  not  been  possible  to  preserve  a  pictorial  record  of  the  times  by  the  multi- 
plicity of  means  now  almost  instantaneously  available  on  a  worldwide  scale.  Most  of  the  great 
pictorial  landmarks  of  the  past  were  more  often  the  products  of  chance,  or  of  an  individual 
bent  on  catching  in  permanent  form  some  evidence  of  his  time,  than  the  results  of  any  or- 
ganized recording  or  reporting.  They  have,  therefore,  the  quality  of  rarity,  and  merit  the 
special  value  we  gratefully  accord  them  as  links  with  the  past,  both  at  home  and  abroad,  out 
of  which  our  present  has  come. 

Rarity  results,  too,  from  the  inherently  ephemeral  nature  of  posters,  advertisements, 
broadsides,  and  playbills.  Systematic  preservation  of  such  materials  has  not  been  a  character- 
istic of  these  categories,  with  few,  and  for  the  most  part,  recent,  exceptions.  As  announcements 
of  products  and  services,  such  items  tend  to  become  outdated  and  hence  superseded  and,  as 
claimants  on  limited  space,  discarded.  Timeliness  can  give  immediate,  contemporary  value 
and  interest;  but  timeliness  itself  cannot  last.  Hence,  items  marking  a  time  or  an  event  or  a 
particular  purpose  soon  become  obsolete  but,  at  the  same  time,  invaluable  to  researchers  de- 
siring visual  access  to  an  earlier  period. 

In  a  word,  such  items  are  all  too  often  "used  up."  But,  fortunately,  there  is  a  legislative 


preservative  that  works  systematically  to  help  to  ensure  that  graphic  materials  arc  collected 
and  maintained:  this  is  the  requirement  that  two  copies  of  each  item  for  copyright  must  be 
deposited  with  the  Copyright  Office,  a  department  of  the  Library  of  Congress.  The  require- 
ment has  not  always  been  fulfilled,  nor  have  all  items  deposited  survived  in  the-  collet tions, 
but  despite  some  losses  a  remarkable  holding  of  19th-century  Americana  has  been  created 
from  this  source. 

It  may  be  significant,  in  a  long-term  historical  sense,  that  our  modern  media  are  in- 
creasingly drawing  upon  the  various  forms  of  older  records,  bringing  significant,  often  rare, 
and  sometimes  unic]ue  prints  and  photographs  to  television  screens,  books  and  magazines,  and 
advertisements.  Because  such  older  records  are  available  at  the  Library  of  Congress  and  other 
institutions,  a  natural  process  is  at  work  to  give  to  more  people  a  greater  sense  of  continuities 
— or  at  least  of  what  has  gone  before — that  may  be  relevant  to  them. 

The  individual  sections  of  the  book,  and  the  selections  within  them,  may  provide  topics 
of  conversation;  any  one  of  the  pictures  reproduced  might  have  a  dozen  different  attractions 
for  as  many  individual  viewers,  or  suggest  others  that  might  just  as  well  have  been  included. 
For  example,  the  lithograph  by  Henri  de  Toulouse-Lautrec  (No.  5  )  might  interest  the  his- 
torian of  printing  for  its  depiction  of  the  lithographic  printing  press  of  the  1890's;  it  might  be- 
equally  attractive  to  the  student  of  the  theater  because  it  contains  a  portrait  of  the  enter- 
tainer Jane  Avril;  a  lover  of  the  fine  arts  might  see  it  primarily  as  a  masterful  print  by  a  French 
painter  and  printmaker  of  genius  and  influence;  and  it  might  well  suggest  to  some  viewers 
other  examples  of  the  artist's  work  to  be  seen  in  the  Library's  collections. 

While  annotations  may  make  special  mention  of  a  technical  development,  as  for  example, 
chromolithography,  the  book  does  not  attempt  to  provide  detailed  discussions  of  techniques 
or  extensive  definitions  of  technical  terms.  Inquiries  on  chromolithography  received  by  the 
division  are  so  frequent,  however,  that  it  has  been  necessary  to  prepare  a  form  statement  for 
distribution.  This  "Note  on  Chromolithography"  explains  that  a  picture  bearing  the  copyright 
notice  and  the  name  of  a  firm  which  published  chromolithographs  can  be  assumed  to  be  a 
chromolithograph  and  not  an  oil  painting.  The  annotations  arc  intended  to  add  interest  to  the 
prints  and  photographs,  but  not  by  any  exhaustive,  or  necessarily  consistent,  plan  of  historical 
summaries  or  technical  comments.  This  book  has  been  planned  to  be  something  like  a  pleasure 
trip  by  airplane  over  a  vast  continent,  much  of  it  at  a  high  altitude,  with  only  general  outlines 
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Frank  B.  Kellogg  being  photographed,  February  27, 
1925.  The  photograph,  showing  the  equipment  of  news 
photographers  in  the  mid-1920' s,  was  made  near  the 
White  House.  Former  Ambassador  Kellog  had  been 
appointed  Secretary  of  State  by  President  Coolidge  in  the 
preceding  month.  Photograph  by  Herbert  E.  French. 
National   Photo    Company    Collection.       LC-F81-34548, 


visible,  but  with  parts,  where  landings  or  longer  stops  are  made,  seen  in  more  detail. 

It  is  hoped  the  annotations  will  inform  the  reader,  at  least  briefly,  of  some  of  the  major 
collections  among  those  now  held  by  the  Library,  many  bearing  the  names  of  their  creators  or 
donors,  and  of  some  of  the  particular  kinds  of  material  in  which  the  Library  is  uniquely  or  at 
least  richly  endowed,  such  as  original  drawings,  photographs,  political  cartoons,  stereographs, 
and  posters. 

It  is  hoped,  too,  that  the  contents  suggest  something  of  the  unending  pleasures  of  dis- 
covery and  identification  of  prints  and  photographs.  An  outstanding  example  occurred  while 
this  book  was  in  preparation:  the  acquisition  by  the  Library  of  a  collection  of  the  earliest 
known  photographic  images  of  public  buildings  in  Washington.  Attributed  to  John  Plumbe. 
Jr.,  "the  American  Daguerre,"  these  unique  daguerreotypes  were  found,  in  superb  condition. 
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early  in  1972  in  California.  A  photograph  or  the  Capitol,  probably  made  in  the  winter  of 
1845-46  and  before  the  present  cast  iron  dome  was  installed,  appears  with  further  description 
and  discussion  in  the  section  on  Architecture  in  the  United  Statt  r. 

The  works  represented  are  at  once  documents — telling  us  how  things  looked  and  how 
men  lived  in  the  past — and  personal  interpretations  of  the  world  the  artists  saw.  The  photo 
grapher  as  well  as  the  printmakcr  injects  his  own  feelings  and  responses  into  his  pictures. 
Thus,  one  is  invited  to  speculate,  when  faced  with  so  many  powerful  prints  and  photographs 
and  drawings,  about  where  reality  lies:  in  the  subjects  or  events  artists  seek  to  preserve  for  us, 
or  in  the  particular  insights  and  impressions  they  leave  for  us.  One  may  ask  whether  the  past 
can  ever  be  separated  from  the  ways  in  which  it  has  been  seen  and  recorded  for  us,  whether  in 
written  or  pictorial  form?  Perhaps  this  is  where  some  of  the  fascination  of  history  lies. 

Notes 

Titles  for  pictures  are  transcribed  from  the  originals,  with  misspellings  and  punctuation  errors 
corrected.  If  no  title  appeared  on  the  picture,  a  title  has  been  supplied  and  enclosed  in  square  brackets 

Entries  are  arranged  chronologically  by  date  of  production  in  most  cases.  Some  exceptions  have 
been  made  in  various  sections  to  bring  related  items  more  closely  together.  This  is  especially  the 
case  in  the  section  on  Artists'  Prints,  so  that  portraits  and  self-portraits  can   be  grouped  together 

To  Obtain  Photographs 

In  the  absence  of  copyright  or  other  restrictions,  photocopies  of  the  pictures  in  this  publication 
may  be  purchased  from  the  Photoduplication  Service,  Library  of  Congress,  Washington,  D.C. 
20540.  A  request  should  be  accompanied  by  a  full  description  of  the  item,  including  the  negative  number 
given  after  the  title  (and  beginning  with  the  designation  LC — . )  These  numbers  should  be  given  in 
full  when  photocopies  are  ordered. 

Pictures  which  may  be  under  restrictions,  including  those  arising  from  a  gift  to  or  deposit  in  the 
Library  of  Congress,  are  indicated  by  an  asterisk  after  the  item  number.  Information  about  all  such 
prints  or  photographs  and  the  names  and  addresses  of  those  holding  the  right  to  give  copyright  or 
other  permissions,  will  be  furnished  by  the  Prints  and  Photographs  Division  on  request.  This  book 
is  published  as  a  guide  to  the  collection  of  prints  and  photographs  in  the  Library,  and  does  not  give 
to  any  user  any  rights  he  would   not  otherwise  have  to  any  of  the  items  reproduced  here 
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World  History 


The  Library's  collections  of  pictures,  like  its  collections  of  books,  maps,  and  other 
materials,  provide  excellent  coverage  of  the  foreign  scene.  It  has  been  the  policy  of  the  Prints 
and  Photographs  Division  to  collect  pictures  about  all  things  that  have  interested  and  affected 
Americans.  The  result  is  a  pictorial  representation  of  other  countries  which  is  about  as  rich 
and  varied  as  that  of  the  United  States,  including  architecture,  entertainment,  agriculture,  po- 
litical personalities,  industry,  sports,  shipping,  war,  views  of  cities,  and  other  human  interest 
subjects. 

Some  of  the  major  collections  treating  the  foreign  scene  are  the  Roger  Fenton 
photographs  of  the  Crimean  War,  the  18th-  and  19th-century  British  political  cartoons,  World 
War  I  and  II  posters,  the  E.  Crane  Chadbourne  collection  of  19th-century  Japanese  wood- 
cuts (Yokohama-e)  depicting  Westerners,  the  more  than  150,000  stereographs  that  pro- 
vide a  valuable  visual  record  of  events  and  personalities  of  the  period  from  the  1860's  through 
the  1930's,  the  collection  of  17th-  and  18th-century  European  prints,  the  Frank  G.  Carpenter 
collection  of  photographs  documenting  many  different  aspects  of  life  in  many  foreign  coun- 
tries during  the  first  quarter  of  the  20th  century,  and  the  extensive  personal  collection  of 
photographs  on  the  career  of  Hermann  Goering,  including  his  activities  as  an  aviator  during 
World  War  I  and  a  detailed  record  of  the  Nazi  years. 

In  addition  to  the  pictures  selected  for  this  section,  prints  from  several  of  these  collec- 
tions have  been  reproduced  as  numbers  1-11  on  the  endpapers   and  preceding  pages. 
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[l.i  Koi  Donnant  L'AOOOLADB  .  J  Etching 
and  engraving  by  Abraham  Qosse.  Published  in 
Pans  by  Melchior  Tavernier   [ca.  1635] 

LC-USZ62-22048 

One  of  a  series  of  four  plates,  it  shows  ten 
monies  observed  by  Louis  XIII  at  the  promotion 
of  Chevaliers  of  the  Order  of  St    Esprit  at   Fon- 
tainebleau,  1633. 

Another  example  of  the  work  of  Abraham 
Bosse  and  of  the  rare  resources  in  the  Gardiner 
Greene  Hubbard  Collection,  which  represents, 
besides  French  prints,  the  work  of  American. 
Dutch.  English,  Flemish,  German,  and  Italian  en- 
gravers, and  some  by  Danish.  Russian,  Scandi- 
navian, and  Spanish  artists  as  well 


..  -:ifursnt  en   Ldk  lu  V . 
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Representation  de  l'Incendie  du  Theatre 
de  la  comedie  a  amsterdam,  le  11  may  1772. 
Engraving  by  C.  Bogerts  after  Pietei  Barbiers.  T. 
Crajenschot,  excudit  [  1772]         LC-USZ62-22043 

Dutch  and  French  summaries  describe  the 
fire  as  it  began  on  the  stage  of  the  theatre  in  Am- 
sterdam on  May  11,  1772.  Both  accounts  com- 
ment on  how  rapidly  the  fire  spread  and  ( in  the 
Dutch )  on  "how  suddenly  can  enjoyment  be 
turned  into  lament!"  The  hasty  exit  from  the 
pit  being  attempted  by  the  orchestra  indicates  the 
rapid  course  of  the  flames. 

During  the  second  act  of  a  light  opera,  set 
in  a  prison,  the  smell  of  fire  was  perceived  on 
the  stage  and  in  the  auditorium.  The  cause  quickly 
became  evident,  a  Dutch  chronicle  records,  "for 
when  the  stage  had  to  be  lighted  again  and,  to  do 


SO,  the  cylinders  in  which  the  burning  tallows 
were  standing  were  opened  again,  the  flame  burst 
out  of  one  of  them.  An  awkward  attempt  to  put 
out  the  (lame  failed,  the  flame  burst  upward  and 
ignited  the  wing  to  the  right.  A  terrible  panic- 
was  created  which  could  not  he  controlled  by 
the  forceful  attempts  of  the  management  and 
the  actors.  A  great  terror  was  brought  on  by  the 
fall  of  the  wing,  which  came  down  with  a  ter- 
rific thud,  when  the  ropes  were  burnt  through 
The  stage  soon  was  a  blaze  which  quickly  spread 
into  the  auditorium.  .  .  . 

"People  jumped  from  the  boxes  and  the  gal- 
leries into  the  parterre  below  where  safety  was 
not  much  greater.  .  .  .  The  fire  was  discovered 
at  8:30  and  already  at  9  o'clock  the  flames  burst 

high  through  the  roof.  .  .  . 

"Meanwhile  the  fire  continued  to  spread.  .  .  . 


In  the  end   two  other  houses,  burned  down   [m 
addition  to  thai  of  Jan  Punt,  the  engravi 

i     r.  .|   ]       m   |    20    '•'■     '■       ' 

On  duty,  but   not  much  could  be  saved 
tlCtl    midnight   was   the   tire   brought    under 
control:   bur  ai   thai   time  the  theater  bad  com- 
pletely burned  down 

"Eighteen   persons   perished   in   this  fire,   a 
rather  small   number  for  a  full   theater  The 

(heater    was    never    rebuilt         H 

ienis  un  Amsttrdam,  voL  5,  l(Hl  i 

Another   print,   an   engraving   by    Noach   v.in 

d<  i  Mi  i  r,  tin  Young)  i 

appeared  to  a  crowd  near  th  where 

"the   fire    w.is    SO   fierce    thai    aCTOSS   'hi    canal    one 
could  not   stand  the  glaring 
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An  Offering  Before  Captain  Cook  in  the 
Sandwich  Islands.  Drawn  by  J.  Webber.  The 
landscape  engraved  by  Middiman,  the  figures  by 
Hall.  Engraving  and  etching  detached  from  atlas 
accompanying  Captain  James  Cook  and  Captain 
James  King,  A  Voyage  To  The  Pacific  Ocean  .  .  . 
London,  G.  Nicol  &  T.  Cadell,  1784. 

LC-USZ62-22035 

On  a  voyage  rediscovering  the  Sandwich  Is- 
lands (now  Hawaii)  in  1779  Captain  Cook  ex- 
perienced the  kind  of  reception  shown,  but  later 
lost  his  life  there  in  a  shore  scuffle  as  his  landing 
party  was  preparing  to  return  to  their  ships.  The 
third  volume  of  the  history  of  the  voyage  was 
written  by  his  associate,  Captain  James  King. 
Captain  Cook  named  the  Islands  after  his  friend 
and  patron  Lord  Sandwich, 
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Comite  DE  l'An  Deuxieme.  Stipple  engraving 
by  J.  B.  Huet,  fils  [ca.  1793] 

LC-USZ62-22047 

The  powerful  Committee  of  Public  Safety,  a 
creation  of  the  French  Revolution,  was  consti- 
tuted with  the  same  membership  from  September 
1793  to  the  following  July  27,  or  9  Thermidor 
of  the  Year  Two  in  the  parlance  of  the  Revolu- 
tion (hence,  the  Committee  of  the  Second  Year). 
The  man  at  the  left  holds  a  paper  marked  "Certifi- 
cat  de  Civisme,"  or  good  citizenship.  Robespierre 
fell  on  July  27,  1794,  exactly  one  year  to  the 
day  after  entering  the  Committee  of  Public  Safety. 
It  was  said  all  12  members  never  sat  at  the  green 
table  at  one  time,  some  being  stationed  away 
from  Paris. 
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Hodges  Explanation  of  a  Hundred  Maus 
TRATES.  Etching  (hand-colored)  by  Thomas  Row- 
landson.  1815.  LC-USZ62-22020 

Hodge,  "a  poor  honest  country  lout,  not 
overstocked  with  learning,"  is  questioning  the 
fairness  of  the  tribunal  before  which  he  is  ap- 
pearing. When  the  chairman  asks  why  Hodge 
says  it  is  unfair  for  him  to  appear  before  100 
magistrates  rather  than  the  three  as  shown,  he 
gets  Hodge's  whimsical  answer  that  he  was  taught 
in  school  that  "a  one  and  two  0's  stood  for  a 
hundred — so,  do  you  see,  your  Worship  be  one, 
and  the  other  two  be  cyphers!" 

The  British  cartoon  collection  contains  be- 
tween 9,000  and  10,000  prints,  including  ap- 
proximately 2,500  not  listed  in  the  Catalogue  of 
Political  and  Personal  Satires,  Department  of 
Prints  and  Drawings,  The  British  Museum. 
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Pursuit  of  the  French  Through  Leipsic  on 
the  19th  October  1813.  "From  a  drawing  made 
on  the  spot.''  Aquatint  (hand-colored).  Published 
by  Robert  Bowyer.    1816.  LC-USZ62-22015 

This  English  print  is  an  indication  of  the 
i merest  that  printmakers  of  one  country  have 
taken  in  the  events  of  another. 

A  caption  reads:  "With  a  view  of  the  en- 
trance into  Richter's  Garden  through  which  Bona- 
parte made  his  escape."  A  decisive  battle  in  the 
Napoleonic  Wars,  it  is  often  called  "The  Battle 
of  the  Nations"  because  almost  all  European  na- 
tions participated. 


/yirt 
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Le  Jardin  des  Plantes  a  Pekin.  Lithograph 

(hand-colored)    by   Honore   Daumier.    Detached 
from  Le  Charivari,  May   13,  1854. 

LC-USZ62-22040 
The  news  that  Commodore  Perry  had  opened 
Japan  to  Western  trade  and  traffic  had  an  electri- 
fying effect  on  Europe  and  the  United  States. 
The  French  caricaturist  Daumier  imagined  the 
curiosity  with  which  the  Western  visitor  would 
be  greeted  and  put  his  idea  into  this  pungent 
drawing  showing  a  foreign  couple  displayed  as 
exhibits  in  the  zoo  at  Peking.  Despite  the  Chi- 
nese setting  for  this  caricature,  it  seems  clear  that 
the  Japanese  situation  inspired  it.  The  full  cap- 
tion reads:  "The  Zoo  at  Peking;  the  Chinese  ad- 
mire a  quadruped  from  France  and  a  biped  from 
the  same  country."  The  print  is  one  of  a  number 
by  Daumier  which  appeared  in  Le  Charivari  un- 
der the  heading  "Actualites,"  to  designate  draw- 
ings on  news-related  or  other  topical  subjects. 
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First  Landing  of  Americans  in  Jafan  Un- 
der Commodore  M.  C  Perry  at  Gore-HAMA 
July  14th,  1853.  W.  Heme.  deL  E.  Brown,  Jr., 
direxit.  Lithograph  by  Sarony  &  Company.  ©1855. 

LC-USZ62  J318 


One  <>t  seven  lar^c  folio  prints  (one  plate  is 
a  title  page  )   of  the  expedition.    Peter  Bernard 
William  Heine,  the  official  .irtist  of  the  expedi 
t ion.  was  born  in  Dresden   Germany,  and  came  to 
the    United    Stares    in     1849      Hemes    record    of 

Perry's  trip  is  also  included  in  Francis  I.   Hawks 


i  Ltpjn.  1836 

rifll   hears  a  dcdu.ir  -nodore 

Perry  and  h  mil  men  of  the     Japan  Ex- 

pediti  ts.  Heine  & 

Mr.  m  n 
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Baj  aklava,  I'm  (  am  1 1  Pier. 

LC-USZ62-J 
Lieutenant  King,  4th  Light  Dragoons. 

LC-USZ62-22046 

Two  Crimean  War  photographs  (1855)  by 
the  English  photographer  Roger  Fcnton  are 
among  the  first  examples  of  reporting  a  war. 
"Though  often  spoken  of  as  'the  first  war  pho- 
tographer' this  designation  does  not,  strictly 
speaking,  apply  to  Fenton  .  .  ."  (Helmut  Gern- 
sheim  in  collaboration  with  Alison  Gernsheim, 
The  History  of  Photography,  1955) 

Fenton's  photographic  van  (No.  3)  was 
directed  more  often  to  scenes,  such  as  the  above, 
which  were  war  related  but  not  actual  battle 
engagements.  Fenton's  patronage  for  the  enter- 
prise, whether  in  part  governmental  as  well  as 
by  a  Manchester  publisher,  may  have  been  a 
factor.  In  any  case,  ".  .  .  it  is  clear  that  it  was 
intended  that  he  should  avoid  portraying  the 
ravages  of  war  or  anything  likely  to  upset  people 
at  home;  and  it  is  in  this  light  that  we  have  to 
view  Fenton's  entire  opus  of  350-odd  Crimean 
photographs;  for  herein  lies  the  key  to  the  other- 
wise puzzling  fact  that  these  first  war  photographs 
are  not  very  warlike  .  .  ."   (Gernsheim) 

The  collection  contains  269  original  Fenton 
photographs,  providing  an  extensive  record  of 
scenes  related  to  the  war.  Of  Fenton's  work,  the 
London  Times  observed:   "The  photographer  who 


follows  in  the  wake  of  modern  armies  must  be 
content  with  conditions  of  repose,  and  with  the 
still  life  which  remains  when  the  fighting  is  over, 
but  whatever  lie  represents  from  the  held  must 
be  real,  and  the  private  soldier  has  just  as  good 
a  likeness  as  the  General  Barring  faults  of 
manipulation  and  artistic  power,  the  likenesses 
must  be  like,  and  they  must  be  real  if  the  media 
nism  is  of  moderate  goodness.  When  the  artist 
^ss.ns  to  represent  motion,  he  bewilders  the  plate 
and  makes  chaos,  and  so  far  as  we  have  yet  gone, 
a  photographic    charge-    is  .\n   impossibility     Mr 


Fenton   was   probably    the   tirst    photographer   who 
evei    pitched   his  camera  sr.md  under  fire.  ! 

Simpson  [William  Simpson  whose  sketches  of  the 

Crimean  War  were  lithographed  and  published  by 

an    English   lirm]    was  mn   In  fore  him   in  t! 

mea.         It  was  considered  something  remarkable 

when  Ml    I  i  nton  SU       I   :'   I   m  fixing  on  hi 
the  puff   of  smoke   from  a  distant  gill 

pson    litho- 
graphs  referred    I 
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The  Prince  of  Wales  and  His  Suite.  Oc- 
tober 13,  1860.  Half  of  stereograph  taken  by 
Mathew  Brady.  LC-USZ62- 10264 

A  major  event  for  New  York  was  the  visit 
of  the  Prince  of  Wales  in  I860,  and  for  Brady's 
studio  his  visit  to  it  for  "a  number  of  sittings." 
The  studio  visitors'  book  for  October  13  was 
inscribed  by  "Albert  Edward"  and  other  members 
of  his  suite.  From  the  left  they  are  (based  on 
identifications  in  Harper's  Weekly,  November  3, 
1860):  G.  F.  Jenner,  Dr.  Ackland,  Captain  Grey, 
General  Bruce,  Major  Teasdale,  Lord  Lyons  (the 
British  Ambassador  to  the  United  States  during 
the  Civil  War),  Lord  St.  Germans,  the  Prince  of 
Wales,  G.  D.  Engleheart,  Duke  of  Newcastle, 
Charles  G.  L.  Eliot,  Hinchinbrooke,  Frederick 
Warre,  William  Brodie.  (The  eldest  son  of  Queen 
Victoria,  the  Prince  later  became  King  Edward 
VII,  1901-10.) 

In  an  article  on  Brady's  New  Photographic 
Gallery,  at  Broadway  and  10th  Street,  Frank  Les- 
lie's Illustrated  Newspaper  reported  several  weeks 
later  (January  5,  1861)  details  of  the  Prince's 
visit:  ".  .  .  The  Prince  visited  no  other  Photo- 
graphic Gallery,  that  special  honor  being  reserved 
for  that  [Brady's]  establishment,  acknowledged 
on  all  hands  to  be  the  first  and  finest  of  its  kind 
in  America." 

Then,  in  a  subjoined  account  from  an  un- 
named "contemporary,"  the  report  continued: 
"After  remaining  a  short  time  in  the  gallery 
he  was  taken  up  to  the  operating  rooms,  where, 
singly  and  with  different  members  of  his  suite, 
he  gave  the  artists  a  number  of  sittings.  First 
were  taken  three  imperial  groups  of  the  whole 
party  with  his  Royal  Highness  as  the  central 
figure.  Next  was  executed  a  full-length  photo- 
graph  of   the   Prince   standing   alone.   His   Royal 


Highness  had  then  a  number  of  miniature 
photographs  of  himself  and  the  young  noblemen 
of  his  suite  taken  singly  and  in  groups,  to  serve 
as  cartes  des  visites.  All  the  impressions  were  ad- 
mirably distinct,  the  day  being  peculiarly  favor- 
able for  the  operation,  and  the  members  of  the 
royal  party  to  whom  the  proofs  were  subsequently 
shown  were  loud  in  their  commendations  of  the 
accuracy  and  perfection  of  the  apparatus  used  in 


the  establishment." 

Leslie's  concluded:  "It  need  hardly  be  said 
that  the  eclat  of  so  distinguished  an  honor  brought 
the  fame  of  Mr.  Brady  freshly  and  prominently 
before  the  country,  into  every  section  of  which 
accounts  of  the  visit  penetrated,  or  that  Brady's 
Gallery  became  the  'lion'  of  fashion  and  its  fol- 
lowers [come]  from  all  parts  of  the  United 
States." 
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i  ri  n<  hmen  Riding  Horsbbai  k    a  Si  kh  i  oi 

HOLIDAYS    IN    Yokohama]    Color    woodcut    by 
Sadahide  Utagawa    1861  LC-USZ 

The  Chadbourne  Collection  contains  ihh 
nineteenth-century  fapanese  woodcuts,  printed  in 
colors,  showing  Americans  and  Europeans  and 
ilicir  way  ot  life  in  |.ip.m,  as  they  appeared  to 
fapanese  artists  after  the  opening  of  the  country 
to  foreign  trade  in  1853.  Westerners,  other  than 
Netherlands  mercham  sailors,  were  virtually  un- 
known in  fapan  before-  thai  tinu  '••■  '  ommo- 
dore  Perry's  mission,  the-  fapanese  printmakeri 
t  Volcohama  and  Tokyo  found  ■  read)  markei 
presentations  of  the  foreigner,  both  in  Japan 
and  abroad    These  prints  introduced  fapan  to  the- 

history  of  Western  invention  and  technoloj 

showed  manj  aspects  of  the-  then  largely  unknown 
lite  outside  fapan 

Prints    produced    before-    IS'is    are-    general!) 
known    as    Nagasaki-e,    or    prints    produi 
Nagasaki,  ol   which  there  are   six   m  the 
bourne-  Collection,  including  a  plan  of  Nagasaki 
in    1801     The  collection  consists  mainly  of 
known     as     Yokohamac.     prints     produce  I 

1853,  but  principally  made-  ai  i 
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Guerre  Civile. 
1871. 


Lithograph  by  Edouard  Manet. 
LC-USZ62-22054 


Created  by  the  painter  and  printmaker  Ma- 
net, the  print  marks  the  Paris  Commune  which 
was  set  up  in  1871  to  oppose  the  National  Gov- 


ernment as  too  conservative  and  too  ready  to 
accept  humiliating  peace  terms  at  the  end  of  the 
Franco-Prussian  War.  The  year  saw  barricades 
and  bodies  in  the  streets,  as  depicted  by  Manet, 
as  well  as  executions  and  the  burning  of  the 
Tuileries  Palace  and  other  buildings. 


Her  Majesty  Queen  Victoria  at  Breakfast 
with  Princesses  Beatrice  and  Victoria  in 
the  60th  Year  of  Her  Reign.  Stereograph 
by  Underwood  &  Underwood.  ©  1897. 

LC-USZ62-28242 

The  only  stereograph  fully  reproduced  (the 
others  are  only  half  stereographs)  illustrates  the 
principle  that  two  slightly  different  photographs 
of  the  same  subject,  made  by  the  use  of  two  lenses 
spaced  the  same  distance  apart  as  human  eyes, 
can  produce  a  third-dimensional  image  when 
viewed  together  through  a  stereoscopic  apparatus. 

In  the  essay  "The  Stereoscope  and  the  Stereo- 
graph" (The  Atlantic  Monthly,  June  1859),  Oli- 
ver Wendell  Holmes  wrote:  "The  first  effect  of 
looking  at  a  good  photograph  through  the  stereo- 
scope is  a  surprise  such  as  no  painting  ever  pro- 
duced. The  mind  feels  its  way  into  the  very 
depths  of  the  picture.  The  scraggy  branches  of 
a  tree  in  the  foreground  run  out  at  us  as  if  they 
would  scratch  our  eyes  out.  The  elbow  of  a  figure 
stands  forth  so  as  to  make  us  almost  uncomfort- 
able ...  A  painter  shows  us  masses;  the  stereo- 
scopic figure  spares  us  nothing,  all  must  be  there, 
every  stick,  straw,  scratch.  .  .  . 

"The  very  things  which  an  artist  would  leave 
out,  or  render  imperfectly,  the  photograph  takes 
infinite  care  with  and  so  makes  its  illusions 
perfect.  .  .  . 

".  .  .  [There]  will  soon  be  such  an  enormous 
collection  of  forms  [stereographs]  that  they  will 
have  to  be  classified  and  arranged  in  vast  libraries, 
as  books  are  now." 

The  Prints  &  Photographs  Division  has  such 
a  collection  of  stereographs.  It  numbers  approxi- 
mately 150,000  and  covers  the  period  from  the 
1860's  to  the  1930's,  providing  excellent  pictorial 
documentation  of  such  varied  categories  as  men. 
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events,  places,  war,  humor,  industry,  and  trans- 
portation, not  only  in  the  United  .States  but 
throughout  the  world.  A  stereograph  of  the  kind 
shown,  enabling  viewers  to  see  royalty  at  breakfast, 
rendered  a  great  service  to  human  curiosity,  now 
served  by  other  media  including  periodicals  and 
television. 

Not  only  did  the  stereographs  provide  many 
hours  of  viewing  pleasure  by  bringing  the  world 
into  the  home  in  three-dimensional  pictures,  they 


also  had  practical  uses  Holmes,  who  invented 
the  inexpensive  and  popular  hand  viewer  tor 
stereophotographs,  wrote  Already  a  workman 
has  been  traveling  about  the  country  with  stereo- 
graphic  views  of  furniture,  showing  his  employer  s 
patterns  in  this  way,  and  taking  orders  for 
them." 

The    Underwood    cV    Underwood    mounts    for 
these    Stereographs    tarried    the    following    lines 
Sold    only    by    Underwood    &    Undcrwon1 


York.  London.  Toronto-Canada,  Ottawa-K 
The  last  was  apparently  ■<  distribution  point  be- 
cause of  its  location  on  a  major  railri 
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[Naval  Action  During  the  Russo-Japanese 
War]  Half  of  stereograph  by  Underwood  and 
Underwood.  ©  1905.  LC-USZ62-11833 

Probably  at  Port  Arthur  in  1904,  with  a 
Russian  cruiser  in  the  foreground,  the  stereograph 
records  one  of  many  naval  engagements  in  the 
war.  The  decisive  naval  engagement  was  at  Tsu- 
shima Straits  in  1905.  As  they  passed  through  the 
relatively   narrow  straits,   Russian   ships  that  had 


just  made  the  long  voyage  from  the  Baltic  came 
under  fire  of  more  modern  Japanese  ships  lying 
in  wait.  Admiral  Togo,  in  words  reminiscent  of 
Lord  Nelson's  at  Trafalgar  a  century  before,  had 
signaled  to  all  officers  and  men:  "On  this  one 
battle  rests  the  fate  of  our  nation.  Let  every  man 
do  his  utmost."  The  major  Japanese  victory  that 
followed  was  aided  in  part  by  the  first  use  by 
the  Japanese  of  smokeless  powder,  a  development 
learned  from  the  French. 
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The  Surrender  of  Jerusalem,  December  9, 
1917.  Photograph  by  Hoi  Lars  Larsson. 

LC-M32-1831 

The  Mayor  of  Jerusalem,  Hussein  Hashim 
El-Husseini  (with  cane),  surrenders  the  city  to 
two  sergeants  at  a  British  outpost  on  the  Jaffa 
Road  outside  the  city.  This  photograph  is  from 
the  original  stereographic  negative — the  only 
negative   taken  of  this  historic  event  which  sig- 
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ruled  the  end  of  13  centuries  of  Islamic  rule  of 
the  Holy  City  It  is  one  of  20,000  original  ncga- 
1,000  of  which  are  stenographic)  given 
to  the  Library  in  1966  by  C.  I  ru  Matson  and 
his  wife  Edith.  The  Matson  Collection  provides 
excellent    documentation    of    persons,    plates,    and 

events  in  Palestine  and  the  Middle  Last  during 
their  half  century  of  residence  in  the  Holy  Land. 
The  emigration  of  his  and  several  other  farming 
families  from  Sweden  to  Jerusalem  in  1896  was 
the  subject  of  Selma  Lagerlbfs  l(J<H  Nobel  Prize- 
winning  novel  Jerusalem.  There  they  joined  the 
"American  Colony,  a  small  group  which  had 
come  from  the  midwestern  United  States  in  1881 
to  lead  a  communal  life  close  to  that  of  the 
earlv  Christians.  One  of  the  communal  economic 
enterprises  was  a  photo  department,  known  as 
the  American  Colony  Photographers,  which  later 
became  the  Matson  Photo  Service. 
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Nieder  Mir  Den  Ahtreiblngs-Parac.raphen. 
Lithograph  by  Kathe  Kollwitz.   1924. 

LC-USZ62-22028 

This  poster  was  published  by  the  Commu- 
nist Party  of  Germany  ( "Herausgcgcbcn  von  der 
KPD" — Kommunistische  Partei  Deutschlands)  in 
opposition  to  paragraphs  of  the  German  Penal 
Code  directed  against  women  who  undergo  abor- 
tions. The  bold-face  lettering  reads:  Down  With 
the  Abortion  Paragraphs!"  The  lithographer  was 
married  to  a  physician  who  practised  in  a  poor 
section  of  Berlin,  and  devoted  her  intense  energy 
as  an  artist  to  depicting  with  deep  sympathy  the 
condition  of  those  who  lived  around  her. 


H*raus<j^eben 
von  der  KPD 
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National  Sozialist  oder  Umsonst  Waren 
DIE  OPFER.  Lithograph  by  H.  Busch.  1928. 

LC-USZ62-22055 

The  picture  of  a  German  soldier  of  World 
War  I  in  battle  gear  and  the  legend  on  the  poster 
convey  the  effort  of  the  Nazis  to  appear  as  heirs 
of  the  ideals  for  which  German  soldiers  in  World 
War  I  had  fought.  The  text  of  this  poster  for  the 
May  20,  1928,  Reichstag  election  translates: 
"National  Socialist  or  their  sacrifice  will  have  been 
in  vain." 


NATIONAL 
SOZIALIST 
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He's  Watching  You  Colot  poster  published 
by  the  United  States  Division  of  Information. 
Office  of  Emergency  Management.  I' 

U    USZ62-22049 

The  ima^c  in  this  IS;  haps  only 

accidentally  similar  to  that  in  the  German  poster 
reproduced  on  the  facing  page 
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Traumerei  an  Einem  Moskauer  Kamin.  Ink- 
and-watercolor  drawing,  signed  Seppla.  1936. 

LC-USZ62-22008 

Before  World  War  II  brought  Hitler's  Ger- 
many and  Stalin's  Russia  into  open  conflict,  signs 
of  political  antagonism  and  distrust  had  appeared 
— as  this  drawing  by  the  German  cartoonist  Josef 
(Sepp)  Plank  suggests.  Stalin  by  this  time  had 
consolidated  his  position  and  was  a  target  of 
open  attack  in  the  Nazi  press.  This  drawing,  for 
reasons  unknown,  was  apparently  not  reproduced 
in  1936  but  was  used,  with  several  changes,  as 
the  cover  for  the  May  3,  1938,  issue  of  Die 
Brennessel,  a  leading  Nazi  periodical.  The  princi- 
pal variation  from  this  drawing  was  the  substitu- 
tion of  human  faces  for  the  skulls  shown  here, 
perhaps  an  editor's  suggestion  to  give  more 
force  to  the  cartoonist's  commentary. 

Force  is  also  given  by  the  line  at  the  bottom 
of  the  drawing:  "Traumerei  an  einem  Moskauer 
Kamin."  By  this  line  the  dreams  of  Stalin  at  a 
Moscow  fireplace  were  suggested  as  a  contrast  to 
those  of  children  at  a  French  fireplace.  Trau- 
mereien  an  Franzosischen  Kaminen  had  long  been 
a  popular  book  of  children's  stories. 

The  Library  has  some  350  of  the  drawings 
made  by  Seppla.  They  represent  the  glorification 
of  Nazi  hopes  and  pretensions  and  include  viru- 
lent attacks  on  England,  the  United  States,  France, 
Russia,  on  the  Jews,  and  on  both  capitalist  and 
communist  systems.  Many  are  of  such  interna- 
tional political  figures  as  Churchill,  Leon  Blum, 
Litvinov,  Ramsay  MacDonald,  Trotsky,  and  many 
others.  Seppla  used  strong,  vivid  colors  which  add 
to  the  vigor  of  his  political  cartooning. 
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I  i  ropi    All  Our  Colors  to  thi  Mast.  Color 
by  Ktyn  Dirksen.  19 

'  IX  usz 

In    l'^O   tlic   Economic   Cooperation   Admin- 
n   of   the   L'.S    Governmi 
i  ompetitioo  on  the  theme    Inn 
cooperation  for  a  bettet  standard  of  living 

the  Library  acquired  the  2*)  prize-winning  I 
I  ;  ■     Dirk  M  II    poster    won    first    place. 
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Iransportation 


The  study  of  older  modes  of  transportation  holds  a  fascination  for  many  people.  The 
horse  cart  and  sailing  ship  evoke  an  era  long  past,  when  travel  time  was  reckoned  in  weeks 
or  months,  not  minutes  or  hours.  The  technological  advance  has  been  so  rapid  in  the  past 
century  that  early  developments  in  railroad  trains,  automobiles,  and  airplanes  have  come  to 
seem  almost  as  remote  to  our  time  as  oxcarts;  once  familiar  means  of  transportation,  like 
the  streetcar,  have  virtually  given  way  in  American  life  to  other  forms  of  surface  and  sub- 
surface travel,  as  they  have  in  other  parts  of  the  world. 

The  record  left  by  artists  and  photographers  makes  it  possible  to  recover  with  aston- 
ishing clarity  many  aspects  of  early  travel.  The  extent  and  condition  of  roads,  accommoda- 
tions, and  vehicles  have  been  recorded  in  prints  and  photographs  like  those  reproduced. 
Surprisingly  enough,  among  the  best  sources  are  those  not  primarily  intended  to  record  trans- 
portation, such  as  advertisements  for  products  or  genre  scenes.  In  these  prints  the  depiction 
of  the  world  their  sponsors  sought  to  convey  was  often  so  factual  and  so  detailed  that  they 
give  other  valuable  data  and  aid  for  the  reconstruction  of  their  time. 


n 

Departure  or  Charles'  and  Robert's  Aero 
static  Globe  from  thi  T.i  iukip.s,  Paris, 
December  i,  1783  Pencil  and  wash  drawing  by 
Antoine    Francois    Sergent    [Marceau]     [1783] 

u   i  SZ6 

Professoi    |    A.  C    Charles  and   Marii  ' 
Robert  made  man's  first  free  ascent  in  .1  hydi 
filled  balloon.  They  covered  2"    miles  in  a  little 
over    two    hours     Before    their    takeofl    I': 
Charles  asked    foseph  Montgolfier,  whose   liot-.iir 
balloon  had  carried  man  alofi  tor  the  first  time  10 
days  before,  to  r<  trial  balloon"  to  show 

the  wind  direction  He  said  to  Montgolfiei  It 
is  for  you,  monsieur,  to  show  us  the  way  to  the 
skies."  Visible  in  the  background  is  the  Louvre. 

Among  many  outstanding  collections  in  the 
Prints  and  Photographs  Division  are  the  < 
Tissandiet  Collection  and  the  Bella  C  Landauer 
Collection  of  early  aeronautica.  Consisting  of 
original  drawings,  prints,  and  posters,  thes 
groups  of  pictures  eovcr  ever)  aspect  of  man's 
early   attempts  at  flight. 
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Phoenix  Line,  "Safety  Coaches."  .  .  .  Run- 
ning Between  Washington  and  Baltimore. 
Time  5  HOURS.  Lithograph  (hand-colored)  by 
Moses  Swett.  Printed  by  Endicott  &  Swett  [be- 
tween 1830  and  1834]  LC-USZ62- 17944 

In  the  early  1830's  the  Iron  Horse  was  only 
just  beginning  to  breathe  on  the  necks  of 
older  modes  of  travel  in  some  areas.  While  the 
Baltimore-Washington  stage-coach  line,  owned  by 
Beltzhoover  &  Co.,  was  still  functioning,  an 
English  visitor,  Lieutenant  Coke,  reported  the 
following  on  a  coach  ride  between  the  two  cities 
in  1832:  "The  coachman  ....  drove  most  furi- 
ously. .  .  .  Ravines  and  water-courses,  which  cut  up 


the  road  in  countless  numbers,  were  no  impedi- 
ments; he  dashed  on  at  a  surprising  rate,  over 
rough  stones  and  tottering  bridges  that  would 
have  cracked  every  spring  in  an  English  carriage. 
.  .  ."  ( Raphael  Semmes,  Baltimore  as  Seen  by 
Visitors  1783-1860,  1953) 

Regarding  the  coach  Lt.  Coke  rode,  Semmes 
reports  that  "the  great  leather  springs  from  which 
the  body  was  suspended  were  given  so  much  play 
that  they  [the  passengers]  were  pitched  about  like 
a  ship  in  a  storm,  and  Coke  was  only  prevented 
from  being  hurled  into  the  laps  of  his  fellow 
travelers  ...  by  holding  on  to  a  broad  leather 
strap  which  formed  a  back  rest.  .  .  ." 
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Clipper  Ship  Red  Jacket.  In  the  Ice  off 
Cape  Horn  on  Her  Passage  from  Australia 
to  Liverpool,  August  1854.  Lithograph  (hand- 
colored  )  by  Charles  Parsons  from  a  drawing  by 
J.  B.  Smith  &  Son.  Published  by  Nathaniel 
Currier.  ©1855.  LC-USZ62-13275 

This  print  bears  the  additional  information 
that  the  Red  jacket  was  "built  by  Geo.  Thomas 
Esq.  at  Rockland,  Me.  1853,  for  Messrs.  Seacomb 
&  Taylor.  Boston.  Mass." 


36 


35 

A  Steamboat  Race  on  the  Mississippi  River 
Between   the   "Baltic"   and   the   "Diana." 

Lithograph    ( hand-colored )   by  Adam  Weingaert- 
ner  after  a  painting  by  George  F.  Fuller.  ©1859. 

LC-USZ62-2555 

International  interest  in  prints  of  American 
life  is  indicated  by  corner  notes  showing  "London, 
Goupil  &  Co."  and  "Paris,  Goupil  &  Co."  The 
print  also  bears,  among  other  designations  of 
those  who  produced  or  distributed  it,  the  name 
of  the  art  dealer  and  publisher,  M.  Knoedler  of 
New  York. 
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Emigrant  Train,  Strawberry  Valley,  Going 
EAST.  Photographer  unknown.  Photograph  pub- 
lished by  Lawrence  &  Houseworth.    1866. 

LC-USZ62-20359 

Strawberry  Valley,  in  the  Sierra  Nevada 
Mountains  in  California,  was  once  a  mining 
area  and  had  sites  known  as  Kentucky  Gulch, 
Rich  Gulch,  and  Whisky  Gulch.  The  area  saw 
both  the  influx  of  those  seeking  gold  and  other 
opportunities  and  the  departure  of  those  who 
elected  to  move  on. 


An  important  photographic  record  of  Cali- 
fornia and  Nevada  in  the  1  S60's  is  the  George  S. 
Lawrence  and  Thomas  Houseworth  Collection 
of  more  than  850  prints.  Among  the  many  subjects 
co\ered  are  mining  towns,  churches,  buildings, 
dwellings,  missions,  lakes,  forests,  shipping,  street 
scenes,  placer  and  hydraulic  mining,  and  a  fairly 


extensive  survey  of  San  Francisco  Lawrence  ft 
Houseworth  was  a  San  Francisco  tirm  of  opticians, 

importers  of  optical,  mathematical  and  "philo- 
sophical instruments."  spectacles,  etc  The  firm 
published  stereoscopic  and  other  views.  It  cm- 
ployed  several  eminent  photographers,  including 
Carleton    E.    Watkins 
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STEAM   DIRECT  TO 
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Baltic  Lloyd.  Steam  Direct  to  Stettin  .  .  . 

The    First    Class    Iron    Steamship    Ernst 

Moritz  Arndt  .  .  .  Woodcuts  printed  by  H.  D. 

Gerdts  &  Co.  [18731 

English  Poster:      LC-USZ62-16575 
German  Poster:     LC-USZ62-38241 

These  posters  for  a  sailing  from  New  York 
to  the  port  of  Stettin  bear  witness  to  the  fact 
that  transatlantic  travel  during  the  19th  century 
was  more  than  just  a  one-way  flow  of  immigrants 
to  the  New  World.  Americans  visiting  relatives 
in  the  old  country,  and  settlers  displeased  with 
life  in  the  United  States,  traveled  eastward  from 
New  York  and  other  Atlantic  coast  ports,  even 
as  the  ships  in  the  other  direction  were  crowded 
with  new  immigrants. 

The  Baltic  Lloyd  Shipping  Line  issued  its 
poster  for  this  March  crossing  of  the  steamship 
in  two  languages,  evidently  hoping  to  reach 
prospective  passengers  whose  first  language  was 
German,  and  who  had  an  insufficient  reading 
knowledge  of  English.  Except  for  the  difference 
in  language,  the  text  of  the  two  posters  is  the 
same;  the  use  of  Fraktur  type  in  the  German 
poster  represents  a  further  attempt  to  communi- 
cate easily  with  a  German-speaking  audience, 
which  was  more  familiar  with  this  letter-form 
than  with  the  roman  type  used  in  the  English 
poster. 

The  Library's  Rare  Book  Division  has  a  large 
collection  of  these  materials,  which  are  also 
known  as  broadsides  or  broadsheets,  covering  a 
wide  variety  of  subjects. 
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STETTIN 

Via  Havre  &  Copenhagen. 


THE   FIRST   CLASS   IRON  STEAMSHIP 


ERNST  MORITZ  ARNDT, 


CAPTAIN  F.  DREYER, 

CABBYTNQ  THE 


Will  sail  on  Saturday,  March  29th, 

At  2  P.  M.,  from   Pier  13  NORTH   RIVER. 


TO  BE  FOLLOWED  BY 


Capt.  E.  DEHNICKE.  April  19U. 


RATES  OF  PASSAGE,  payable  ii  Mi   First  Cakia.  SIN;  Stcoid  CaUi.  $72;  SUerage,  S3  A 

For   Freight  or  Passage  apply  to 

CHAS.  RAM MELSBERG  &  CO..  mm.  40  BROADWAY,  NEW  YORK. 


anllifdjcr  1'loijD 


Ximnifidimfiihrr   nnd) 


Stettin 

Via  Havre  &  Copenhagen. 


Alio  rlctvuu  tat  brourni  riagfridrfrtt.  rifrrm  4ioftbomvffdwfl 

ERNST  MOBITZ  ARNDT, 

(v"ni)[.    F.  DRSTBR,  <\rhl  mil 

®ciiii(i(H*n^  2».  Star j  IS73, 

urn  2  llhr  fladmittaae  uum  Wrr  13.  Worth  fttorr,  inn  frr 


Nrrft  nodi  2trttin.  Did  *>ourr  unr-  (HHtrnhnnrn 

CapL  E.  IEINICKE.  f»l«t  April  19tk 


Sktffdfteprrifit.  wlilluir  in  ®olb:  (ftftc  Ctajfltr.  *100;  /,mnir  (Miiuir.  ft :.  ^nrtftbnibfrf.WO 

CHAS.  RAMMELSBERgTcQ..  A60n  40  BROADWAY.  NEW  YORK. 
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American  Railroad  Scene.  Lightning  Ex- 
press Trains  Leaving  The  Junction.  Color 
lithograph  by  Parsons  &  Atwater.  Printed  by 
Currier  &  Ives.  ©1874.  LC-USZ62-635 

Railroading  was  one  of  the  topical  themes, 
relating  to  American  growth  and  progress,  which 
were  prominent  in  the  Currier  &  Ives  repertoire. 
Among  the  pieces  of  information  the  print  pro- 
vides is  identification  of  a  "Pullman  Palace  Draw- 
ing Room  and  Sleeping  Car"  at  the  lower  right. 
For  the  most  part  the  firm  specialized  in  prints 
for  home  decoration,  which  tended  to  be  senti- 
mental in  nature  and  appealing  to  popular  taste. 

The  business  established  by  Nathaniel  Currier 
in  1835  and,  after  1856,  continued  as  Currier  & 
Ives,  became  the  most  successful  publisher  of 
lithographs  in  the  United  States  during  the  19th 
century.  In  the  60-odd  years  they  were  in  business 
in  New  York,  they  published  more  than  6,800 
prints.  Of  this  total  the  Prints  and  Photographs 
Division  has  approximately   3,000. 

While  this  firm  led  its  competitors  in  the  19th 
century,  there  were  many  other  publishers  of  litho- 
graphs during  that  time  who,  although  not  as 
well  known  as  Currier  &  Ives,  produced  a  sizable 
quantity  of  prints  which  also  contribute  im- 
portantly to  pictorial  documentation  of  the  kinds 
of  changes   that  were   then   taking  place   in    the 


United  States.  These  firms,  some  of  whose  prints 
are  reproduced  in  this  section  and  elsewhere  in 
this  book,  generally  worked  on  contract,  com- 
missioned by  business  establishments,  institutions, 
and  private  individuals  to  produce  pictures  of 
factory  buildings,  stores,  hotels,  churches,  schools, 
colleges,  city  views,  and  a  great  variety  of  other 


subjects.  These  prints  frequently  depict  the  Ameri- 
can past  with  more  veracity  than  the  Currier  & 
Ives  lithographs.  The  fields  of  advertising  (posters, 
labels,  etc. )  and  other  commercial  printing  (music 
covers,  illustrated  envelopes,  etc.)  are  also  well 
represented  in  the  collections  as  contemporary  ex- 
pressions of  life  in  various  periods  of  our  history. 
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Tunnel  No.  \  Weber  Canyon,  Utah.  Pho- 
tographer unknown  [187  -  ?]     LC-USZ62-16883 

An  eastbound  Union  Pacific  Freight  is  head- 
ing up  Weber  Canyon,  after  passing  through  Tun- 
nel No.  3.  There  were  four  tunnels  in  all  cut 
through  for  the  route  to  the  meeting  at  Promon- 
tory Point,  Utah,  and  two  of  them  were  only 
three-quarters  of  a  mile  apart  in  Weber  Canyon. 
A  report  on  April  27,  1869,  said  "Tunnel  No.  3 
fired  its  last  glycerin  blast  yesterday.  .  .  Tomorrow 
evening  the  first  car  will  probably  pass  through 
this  508  feet  of  tunnel  work."  On  May  10,  1869, 
the  Union  Pacific  and  the  Central  Pacific  met 
at  Promontory  Point.  The  driving  of  a  golden 
spike  symbolized  connecting  the  Missouri  River 
and  the  Pacific  Ocean  by  rail  and  completing 
the  nation's  first   transcontinental   railroad. 

Histories  of  Utah  record  that  Brigham  Young 
took  a  contract  with  the  Union  Pacific  Railroad 
Company  to  construct  the  grades  through  Echo 
and  Weber  Canyons  and  westward  to  Promon- 
tory, a  distance  of  90  miles.  He  let  sub-contracts, 
and  this  difficult  section  of  road  was  built  by 
Mormon  settlers. 
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Silver  Springs,  Florida.  Photograph  by  George 
Barker.  ©1886.  LC-USZ62- 17946 

A  place  of  tourist  and  other  visitor  interest, 
near  Ocala,  now  seen  by  electrically  driven  glass- 
bottomed  boats,  Silver  Springs  has  been  estimated 
to  be  100,000  years  old.  The  discovery  of  fossil- 
ized remains  there  is  believed  to  indicate  this 
was  a  watering  place  for  prehistoric  mammals. 
Barker  was  especially  known  for  the  photographs 
he  took  at  Niagara  Falls,  but  his  views  of  tropical 
rivers  and  vegetation,  as  in  this  steamboat  landing 
at  Silver  Springs,  may  well  have  played  a  role 
in  the  developing  interest  in  Florida  both  as 
a   residence   and   resort   area. 
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i  hi      Last     Di-advcood     [South     Dakota] 
COACH.  Photograph  by  J.  C.  H.  Grabill.  ©1890. 

LC-USZ62-5073 

From  1888  to  1891  John  C.  H.  Grabill  of 
Deadwood,  S.  Dak.,  deposited  for  copyright 
approximately  100  photographs  which  he  had 
taken  in  Colorado,  South  Dakota,  and  Wyoming, 
some  of  which  may  have  been  taken  before 
the  last  two  became  states.  These  photographs, 
one  of  the  most  significant  collections  of  early 
western  Americana  in  the  division,  are  a  record 
of  cattle  roundups  and  branding,  railroads,  coaches 
and  wagons,  Indian  life,  United  States  cavalry  and 
infantry,  freighting,  prospecting,  forts  and  camps, 
cities  and  towns,  ranchhouses,  hunting,  mines 
and  smelters,  parades,  sheepherding,  mills,  and  the 
Devils  Tower"  geological  formation.  Grabill  left 
no  identifying  notes  on  the  valuable  documents 
his  camera  created,  other  than  brief  titles.  Other 
of  his  photographs  are  reproduced  in  the  section 
on     The    American    Scene." 
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Junks,  China  [189-  ?].  Photographer  unknown. 

LC-USZ62-38243 

From  1910  through  the  early  1920s,  Frank 
G.  Carpenter  and  his  daughter,  Mrs.  W.  Chapin 
Huntington,  traveled  over  much  of  the  world 
taking  and  collecting  photographs  to  illustrate 
their  voluminous  popular  writings  on  geography. 
The  emphasis  throughout  the  varied  Carpenter 
Collection  of  approximately  20,000  photographs 
is  on  the  inhabitants  of  particular  countries  or 
areas  and  their  environments.  Of  special  interest 
is  the  large  group  of  19th-century  albumen  prints 
they  acquired  from  various  commercial  firms 
operating  in  the  countries  they  visited. 
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Biffalo  Cart,  Java    |  189  -  ?].   Photographer 
unknown.  LC-USZ62-38248 
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Sedan  Chair,  China   [189  -  ?].  Photographer 
unknown.  LC-USZ62-38247 

These  additional  photographs  from  the  Car- 
penter Collection  represent  the  wide  range  of 
subjects  covered  in  the  collection,  a  variety  that 
embraces  monuments,  fakirs,  street  scenes,  cafes 
and  hotels,  schools,  and  many  other  subjects, 
from   all   continents. 
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Interior  of  Dining  Cars  on  the  Cincinnati, 
Hamilton  &  Dayton  R.  R.  Color  lithograph 
by  rhe  Strobridge  Lithographing  Company. 
[©189-4 1 .  LC-USZ62-22022 

The  rider  in  this  dining  car  did  not  lack  for 
commercial  comforts  and  conveniences,  or  at  least 
for  reminders  of  their  availability.  Labels  and 
signs  include  Crescent  Brewing  Co.,  Joseph  R. 
Peebles'  Sons  Co.  (whisky),  "Peebles  Perfectos," 
and,  in  a  page  of  the  Cincinnati  Times-Star,  an 
ad  of  the  Cook  Carriage  Co.  of  Cincinnati. 
Through  the  window  is  the  plant  of  the  Mosler 
Safe  Co.  of  Hamilton,  Ohio.  A  possible  conjecture 
might  be  whether  the  cost  of  publication  and 
distribution  of  the  print  may  have  been  shared 
by  the  several  advertisers  whose  products  are 
so  strongly  featured,  or  whether  it  might  have  been 
sufficient  return  for  the  railroad  to  be  so  identified 
with  trade  and  commerce  of  various  kinds. 
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Street  Car,  Washington,  D.C.  Photographer 
unknown    [ca.    1895  |  LC-USZ62- 15878 

The  photograph  was  taken  during  experi- 
ments with  a  surface  contact  system,  using  a 
skate  to  supply  power  at  the  front  of  the  car, 
which  was  owned  by  Eckington  &  Soldiers  Home- 
Railway  Co. 
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Surrey,  White  House  Stables,  Washington, 
D.C.  Photograph  by  Waldon  Fawcett.  ©1903. 

LC-USZ62- 19336 

This  basket-type  surrey  was  Mrs.  Theodore 
Roosevelt's  favorite  vehicle.  The  White  House 
stables  were  then  at  the  rear  of  what  is  now 
the  Executive  Office  Building,  which  shows  in 
the  background,  and  across  from  the  Corcoran 
Art  Gallery. 

President  Theodore  Roosevelt  depended  on 
horse-drawn  transportation  throughout  his  ad- 
ministrations. "I  came  to  the  inauguration  in  this 
horse-drawn  vehicle  and  I  will  leave  in  it,"  he 
said  as  he  left  office  in  1909.  He  did,  however, 
make  some  use  of  the  automobile  when  away  from 
his  official  duties  in  Washington.  (Herbert  Ridge- 
way  Collins,  Presidents  on  Wheels,  1971) 
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Flight  of  the  Wright  Brothers  at  Kitty 
Hawk,  North  Carolina,  December  17,  1903. 
Photograph  by  Orville  Wright  and  John  T.  Dan- 
iels. LC-USZ62-61 66  A 

The  historic  first  powered  flight  was  recorded 
for  posterity  by  Orville  Wright,  who  had  rigged 
a  camera  with  its  lens  trained  on  the  end  of 
the  starting  rail  so  a  picture  could  be  made 
when  the  airplane  left  the  ground.  He  can 
be  seen  lying  in  the  operator's  prone  position. 
His  brother  Wilbur  can  be  seen  running  along- 
side to  steady  the  wing  after  it  left  its  resting 
position  on  the  benchlike  object  in  the  center 
foreground.  As  the  plane  began  to  rise  into  a 
stiff  head  wind  at  10:35  a.m.,  John  T.  Daniels  of 
the  Kill  Devil  Life  Saving  Station  clicked  the 
shutter. 
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\i  DOMOBILING  IN  THE  Hll.I.S  OF  SOUTHERN 
\'i  RMONT.  Photograph  (  half  of  a  stereograph  )  by 
H.  C.  White  Company.  ©1906.    I.C-US//>2-2,S  t^6 

The  H.C.  White  Company  of  Bennington, 
Vt.,  was  one  of  a  number  of  firms  that  produced 
Stereographs  covering  many  different  aspects  of 
American  life. 
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A  Mississippi   River  Landing.  Photograph  by 
the  Detroit  Publishing  Company.  ©1906. 

LC-D4- 19395 

An  excellent  photographic  survey  of  the 
United  States  during  the  first  decade  of  the  20th 
century  is  available  in  the  Library's  collection  of 
some  20,000  photoprints  and  30,000  original 
glass-plate  negatives  made  by  the  Detroit  Publish- 
ing Co.,  of  Detroit,  Mich.,  earlier  known  as  the 
Detroit  Photographic  Co.  The  subjects  in  the 
collection  include  not  only  large  cities  (streets, 
buildings,  historic  monuments,  etc.),  but  also 
small  towns,  rural  areas,  scenic  views,  industry, 
farming,  various  means  of  transportation,  and 
sports  activities. 
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ai  i  Roads  Lead  i<>  Switzbki  and  (  old 

by  Herbert  Matter     [193  -  ]       LC-USZ 

Modern  posters  constitute  one  <>t  the  principal 
collections  in  the  Prints  and  Photographs  Di- 
vision. More  than  50,000  examples  have  been 
collected,  both  from  the  United  States  .in 
many  foreign  countries  This  example  from 
Switzerland  is  followed  b)  one  from  England 
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London  Transport  Sightseeing  Bus  Tours. 
Color  poster  designed  by  George  Brzezinski  Karo 
[ca.    1960]  LC-USZ62-22050 

Under  the  design  leadership  of  Frank  Pick 
and  his  successors,  the  London  Transport  system 
has  had  a  uniquely  long  (since  1908)  and  dis- 
tinguished history  of  commissioning  posters  from 
leading  artists  to  advertise  its  services  and  brighten 
its  stations.  The  story  is  told,  with  many  ex- 
amples, in  the  London  Transport  Executive's  Art 
for  All.  London  Transport  Posters  1908-1949, 
1949. 


LONDON 
SIGHTSEEING 


BUS  TOURS 
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The  raw  materials  of  history  are,  for  most  historians,  written   sources  such   as  concern 
porary  documents,  treaties,  journals,  diaries,  letters,    newspapers.    Pictures,    commonly    used 
as  illustrations  to  give  an  idea  of  how  people  or  places  looked,  can  also  be  valuable  original 
documents  in  themselves. 

Paul  Revere's  engraving  of  the  Boston  Massacre  was  made  shortly  after  the  incident 
took  place.  Probably  the  most   famous  and  the  most  valuable  of  his  prints,   the  "Boston 

Massacre"  was  published  at  the  height  of  the   Revolutionary   fervor   and,   by   providing   a         UnitCQ    vjttltCS        llStOrV 
pictorial  record  of  the  episode,  gave  added  impetus  to  the  colonists'  cause 

The  strong  interest  taken  by  the  French  in  the  young  nation  is  indicated  by  the  engrav- 
ing of  the  riot  in  New  York  and  by  the  French  copy  after  John  Trumbull's  painting  of 
the  signing  of  the  Declaration  of  Independence,  now  in  the  U.S.  Capitol.  The  impact  of 
America  on  Europe  is  further  suggested  by  the  John  Dixon  mezzotint  from  the  collection 
of  approximately  10,000  British  political  and  social  cartoons  which  cover  the  period  from 
the  early  170()'s  to  the  l<S50's;  the  Chodowiecki  engravings;  the  Thornton  engraving;  and 
the  War  of  1812  cartoon.  During  the  latter  part  of  the  18th  and  well  into  the  19th  ecu 
turies  a  substantial  number  of  prints  on  American  themes  were  published  in  Europe.  These 
prints  provide  one  of  the  important  sources  for  the  study  of  American  history,  for  they  fre- 
quently offer  contemporary  pictorial  comments  on  subjects  not  covered  by  American  prints 

Although  the  contemporary  pictorial  record  of  the  American  Revolution  and  the  War 
of  1812  is  somewhat  sparse,  there  is  a  substantial  body  of  pictures  of  the  later  wars  in  which 
the  United  States  has  been  engaged,  the  most  comprehensive  collections  in  the  Library  of 
Congress  being  those  of  the  Civil  War.  These  collections  include  prints  by  Currier  &  Ives 
and  by  other  lithographing  firms  of  the  L860's,  original  pencil  sketches  and  wash  drawii 


made  in  the  field  by  staff  artists  of  Harper's  Weekly  and  of  Frank  Leslie's  Illustrated  News- 
paper, and  a  magnificent  collection  of  photographs,  both  original  glass-plate  negatives  and 
prints. 

For  the  study  of  the  Civil  War,  including  the  kinds  of  commitment  to  the  opposing 
sides  given  by  their  respective  adherents,  the  division  also  provides  a  little-known  collection 
of  several  thousand  illustrated  envelopes.  The  illustrations,  which  usually  appear  on  the 
front  of  the  envelope  in  the  upper  left  corner,  include  small  portraits,  eagles,  flags  and 
other  emblems,  pictures  of  military  and  naval  actions,  camp  scenes,  cartoons,  views  of 
cities,  and  slogans  or  mottoes,  often  in  bright  and  varied  colors.  The  envelopes  came  from 
enterprising  printers  who  sensed  that  letter- writers  in  both  North  and  South  would  be 
eager  to  display  their  sentiments  and,  perhaps,  advance  the  cause  which  they  supported. 

Annotations  in  this  section  will  refer  further  to  the  state  of  the  art  of  of  making  pic- 
tures for  newspapers  and  magazines  in  the  Civil  War  years,  i.e.,  held  sketches  reproduced 
by  the  use  of  woodcuts.  But  it  might  be  noted  that  even  then  techniques  were  beginning 
that  by  the  end  of  the  century  would  make  possible  the  reproduction  of  photographs  by 
half-tone  blocks  so  they  could  be  printed  as  illustrations  alongside  articles  in  newspapers 
and  other  publications.  This  was  to  broaden  greatly  the  scope  of  pictorial  reproduction  of 
current  history.  The  key  lay  in  the  development  of  screens,  lines,  and  dots  to  recreate  the 
tones  of  a  photograph  on  a  printing  plate,  without  resort  to  copying  by  hand — the  tech- 
nique of  pictorial  print  media  today.  There  were  many  contributors  from  several  countries. 
Fox  Talbot  of  England  first  explored  the  use  of  a  mesh  or  screen  in  1852-53.  In  Canada, 
as  information  brought  to  the  attention  of  photographic  historians  only  a  few  years  ago  has 
disclosed,  the  Canadian  Illustrated  News  of  October  30,  1869,  was  "the  first  in  the  world 
to  use  halftone  reproductions  of  photographs  .  .  ."  These  halftones  were  the  work  of 
William  Augustus  Leggo,  a  Quebec  engraver,  who  later  moved  to  New  York.  (Ralph 
Greenhill,  Early  Photography  in  Canada,  1965).  In  1880  Stephen  H.  Horgan  in  the  New 
York  Daily  Graphic  used  a  single-line  Leggo  screen  for  his  famous  "Shantytown,  New  York," 
further  demonstrating  the  feasibility  of  printing  a  photo-block.  George  Meisenbach  of  Mu- 
nich used  a  related  process  three  years  later.  Important  contributors  to  the  development 
of  the  halftone  art  in  the  eighties  and  nineties  were  the  Americans  Frederick  E.  Ives  and 


56 


Louis  E.  and  Max  Levy.  "Yet,  surprising  as  it  may  seem,  development  was  extremely  slow 
and  up  to  the  end  of  the  century,  woodcuts  copied  from  photographs  or  artists'  drawings,  re- 
mained the  common  form  of  illustration  for  weeklies  and  magazines."  (Helmut  Gern- 
sheim,  in  collaboration  with  Alison  Gcrnsheim,  The  History  of  Photography,  1969).  Al- 
though the  new  century  brought  more  sophisticated  technical  equipment  for  the  pictorial 
reporting  of  U.S.  as  well  as  world  history,  the  earlier  methods  fortunately  provide  extensive 
records  of  Civil  War  and  other  19th-century  events  that  were  at  least  based  on  photographs 
or  on-the-spot  sketches. 

Like  other  documents,  most  pictorial  documents  require  study  and  research.  Sometimes 
things  are  not  as  they  seem  to  be.  We  should  not  accept  the  ambience  some  prints  possess 
without  knowing  the  basis  on  which  it  rests.  During  the  Spanish-American  War,  for  example, 
the  war  correspondents  who  accompanied  the  American  forces  sent  back  very  colorful  ac- 
counts of  the  exploits  of  the  Army.  W.  G.  Read's  depiction  of  the  charge  of  the  Rough 
Riders  up  San  Juan  Hill,  their  bugles  blowing,  banners  flying,  and  horses  plunging,  was  prob- 
ably just  what  the  public  at  home  came  to  believe.  Although  it  does  not  exaggerate  the 
spirit  of  the  men,  it  is  not  an  accurate  portrayal  of  the  event.  Because  the  terrain  was  unsuit- 
able for  horses,  the  regiment,  as  Colonel  Theodore  Roosevelt  reported,  had  left  them  behind 
and  struggled  on  foot  up  the  hill.  A  more  accurate  depiction  of  the  kind  of  battle  fought  at 
San  Juan  Hill  is  given  in  the  William  Glackens  drawing,  "El  Pozo,"  which  was  reproduced 
in  McClure's  Magazine,  October  1898,  with  the  caption  "The  Rough  Riders  Charging  up 
San  Juan  Hill,  July  1st,  and  Driving  the  Spanish  from  their  Intrenchments." 

It  is  interesting  to  speculate  why  the  drawing  was  presented  as  San  Juan  Hill  since  it  is 
marked  El  Pozo  (actually  "El  Poso" )  in  the  drawing.  Reproduced  in  the  same  article  is  a  map 
of  the  field  of  operations  before  Santiago  which  clearly  shows  El  Pozo  and  San  Juan  Hill  to 
be  different  places.  Did  an  editor  change  the  title  on  the  drawing  because  San  Juan  Hill  had 
become  the  popular  name  by  which  the  whole  operation  was  being  remembered,  or  did  the 
change  result  from  confusion  on  his  part  about  the  two  places,  or  did  he  have  further  infor- 
mation confirming  that  the  action  shown  was  at  San  Juan  Hill  and  the  sketch  made  later  at  El 
Pozo,  back  of  the  actual  battle  area?  The  "Rough  Riders"  in  the  Glackens  drawing  have  dis- 
mounted, giving  some  credence  to  the  view  that  it  may  represent  San  Juan  Hill  after  all.  With- 
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out  pressing  the  pursuit  of  a  clear  identification  further — a  pursuit  in  which  the  collector  or 
user  or  curator  of  prints  and  photographs  must  often  engage — we  might  leave  the  sugges- 
tion that  the  hill  under  assault  is  one  with  a  building  at  the  top.  San  Juan  or  El  Pozo? 

For  the  student  of  the  American  political  scene,  there  are  portraits  of  political  leaders, 
Presidential  campaign  banners,  photographs  and  drawings  of  events  in  which  the  men  of 
politics  played  a  part,  and  an  extraordinarily  extensive  collection  of  political  cartoons  which 
are  often  as  eloquent  as  essays  in  revealing  the  passions  that  underlay  important  incidents 
in  the  American  past. 
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COTTONUS  MATHP.RUS.   Mezzotint  by    Peter   Pel- 
ham.  1727.  LC-USZ62-22032 

Cotton  Mather,  one  of  the  leading  American 
Puritans  of  his  time,  corresponded  with  several 
distinguished  European  scholars  and  w.is,  as  the 
print  notes,  a  member  of  the  Royal  Society  of 
London  (Regiae  Societatis  Londiniensis) .  He 
strongly  advocated  inoculations  against  smallpox 
and,  in  the  face  of  considerable  opposition,  did 
much  to  advance  the  use  of  the  new  weapon 
against  the  dreaded  disease.  In  the  religious 
sphere  he  w.is  also  often  involved  in  controversy, 
including  issues  that  arose  in  the  period  of 
witchcraft  trials.  This  is  the  first  print  in  the 
mezzotint  process  (a  technique  of  tonal  engraving 
devised  about  1640  in  Germany)  to  be  made 
in  America. 
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This  early  print  bears  the  line:  "Published 
according  to  Act  of  Parliament  February  the  2d, 
1756."  The  title  lines  state  that  the  battle  was 
"between  2000  English,  with  250  Mohawks,  under 
the  command  of  Genl.  Johnson:  &  2500  French 
by  Samuel  Blodget.  1756.  LC-USZ62-22018         &  Indians  under  the  command  of  Genl.  Dieskau 


A  Prospective  View  of  the  Battle  Fought 
Near  Lake  George  on  the  8th  of  September 
1755.  Engraving  by  Thomas  Jefferys  based  on  an 
engraving  by  Thomas  Johnston   after  a  drawing 
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in  which  the  English  were  victorious  captivating 
[italics  added]  the  French  Gcnl.  with  a  number 
of  his  men  killing  700  &  putting  the  rest  to 
flight" 

Blodget's  view  of  the  action  was  described 
in  a  19th-century  historian's  account:  "On  the 
adjacent  hill  stood  one  Blodget,  who  seems  to  have 
been  a  sutler,  watching,  as  well  as  bushes,  trees,  and 
smoke  would  let  him,  the  progress  of  the  fight, 
of  which  he  soon  after  made  and  published  a 
curious  bird's-eye  view."  (Francis  Parkman,  Mont- 
calm and  Wolfe,  1 88  * )  Blodget's  drawing  was 
engraved  by  Thomas  Johnston  and  was  one  of 
the  first  engravings,  if  not  the  first,  of  an  American 
historical  event.  In  1756  it  was  re-engraved  in 
London  by  Thomas  Jefferys,  who  later  incorpo- 
rated it  in  his  A  General  Topography  of  North 
America  and  the  West  Indies  (1768). 
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The  Bloody  Massacre  Perpetrated  in  King 
Street,  Boston,  on  March  5th,  1770,  by  a 
Part  of  the  29th  Regt.  Engraving  (hand- 
colored)  by  Paul  Revere.  1770.       LC-USZ62-110 

A  full  account  of  Reveres  engraving  of  the 
Boston  Massacre  and  its  connection  with  the 
Henry  Pelham  print  (which  Revere  used  un- 
abashedly as  a  model)  appears  in  Clarence  S. 
Brigham,  Paid  Revere' s  Engravings,  1954.  Re- 
vere's  original  copper  plate  is  now  in  the  State 
House  in  Boston,  in  the   Archives  Office. 

The  engraving  was,  in  a  sense,  a  news 
report  for  many,  listing  "the  unhappy  sufferers," 
five  killed  and  six  wounded,  "two  of  them 
mortally." 

The  Library  has  reproduced  for  sale  a  facsim- 
ile of  the  Library's  own  original  impression  of 
this  historic  print,  as  a  part  of  its  observance  of 
the  Bicentennial  of  the  American  Revolution. 
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[Stamp  Act  Riot,  Boston,  August  1764t] 
Plate  1  (*Date  appearing  on  print.  See  note  be- 
low.) LC-USZ6 1-449 


58 

[Boston  Tea  Party  December  18,t  1773] 
Plate  2  (  'Date  appearing  on  print.  See  note 
below.)  LC-USZ61-450 


t  Evidence  that  the  titles  or  legends  on  historical 
prints  cannot  always  be  accepted  as  accurate  is  shown 
in  items  57  and  58.  This  is  especially  true  of  prints 
made  in  another  country  on  American  historical  sub- 
jects and  done  some  years  after  the  events  themselves. 


In  the  case  of  item  57  a  Stamp  Act  riot  took  place 
in  Boston  in  August  1~65,  the  year  the  act  itself  was 
instituted,  not  in  1764  as  the  print  states.  In  item  58 
the  date  of  the  Boston  Tea  Party  was  December  16, 
instead  of  December    18,  as  shown  on  the  print. 
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|  Battle  of  Lexington,  April  19,  1775]  Plate 
3  LC-USZ62-26669 

Three  of  12  small  etchings  by  Daniel  Berger  based 
on  drawings  by  Daniel  Chodowiecki  which  ap- 
peared in  Matthias  Christian  Sprengel's  Allge- 
meines  Historiscbes  Taschenbuch  .  .  .  enthaltend 
fiir  17  84  die  Geschichte  der  Revolution  von 
Nord- America  [1784] 

The    division    has    another    set    of    the    12 
plates,  credited  to  Chodowiecki  as  both  designer 
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.ind  etcher,  which  differs  slightly  from  the  above 
group. 
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A  POLmCAl    LESSON.  Mezzotint  by  John  Dixon 
1774  LC-USZ62-2203K 

Dixon,  a  British  artist,  is  shown  as  having 
both  drawn  and  made  the  print  ( "invenit  et 
fecit  i  The  fallen  man  represents  Thomas  Gage, 
the  British-appointed  governor  of  Massachusetts. 
In  the  summer  of  1774,  Gage  tried  to  suppress 
popular  opposition  to  the  Boston  Port  Bill  and 
to  strengthen  British  control  of  the  increasingly 
rebellious  colony  by  ordering  his  government 
removed  from  Boston  to  Salem.  He  ordered  the 
elected  assembly  dissolved  and  put  into  effect 
the  Act  for  Regulating  the  Government  of  Massa- 
chusetts, whereby  all  government  officers  and 
judges  were  appointed  by  him.  Gage  tried  to 
arrest  the  selectmen  of  Salem  but  the  "gaol 
keeper'  refused  to  house  them.  Jurors  boycotted 
the  Assizes  until  the  judge  told  Gage  they  could 
not  serve  under  the  existing  conditions.  At  the 
end  of  August,  Gage  had  to  take  what  was  left 
of  his  government  back  to  Boston.  The  broken 
signpost  reads:  "To  Boston  VI  Miles,  and  the 
standing  sign;    To  Salem." 


yrRvcrwx  nr  i./t  statue  rota 
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La  Destruction  de  la  Statue  Royale  a 
Nouvelle  YORCK.  Engraving  (hand-colored)  by 
Andre  Basset  [1776  ?]  LC-USZ62-22023 

After  the  repeal  of  the  Stamp  Act  in  1766, 
a  leaden  equestrian  statue  of  King  George  III 
was  erected  in  New  York  City.  At  6  p.m.  on  July 
9,  1776,  the  Declaration  of  Independence  was 
read    aloud;    later    that    evening    the    statue    was 


La  Destruction  de-la   Siahte  reyale 
,/    \  on  velle  Yorck   > 


pulled  down  and  melted  for  bullets. 

The  Basset  print,  an  entirely  fictitious  version 
of  the  event,  is  probably  based  on  a  print  pub- 
lished by  Francois  Xavier  Habermann  in  1776 
for  use  in  a  "peep  show."  The  use  of  captions  in 
both  French  and  German  indicates  a  widespread 
interest  in  American  events,  however  inaccurately 
or  inadequately  they  were  reported  at  the  time. 
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Representation  du  Feu  Terrible  a  Nou- 
velle YORCK.  Engraving  (hand-colored)  by 
Andre  Basset  [1776?]  LC-USZ62-42 

One  of  a  series  of  "peep  show"  views  (hence 
the  reversed  title  on  the  top,  for  correct  reading 
in  the  mirror  of  the  viewing  box)  was  published 
in  Europe  during  the  1770's.  In  addition  to  this 
scene  of  the  fire  which  began  September  21, 
1776,  and  destroyed  one-quarter  of  New  York, 
the  "peep  show"  engravers  (Basset,  Balthazar 
Frederic  Leizelt,  and  Francois  Xavier  Habermann ) 
published  prints  of  Boston,  Salem,  and  Philadel- 
phia which  had  as  little  relation  to  reality  as 
many  of  the  other  descriptions  of  the  New  World 
by  Europeans  who  had  not  seen  it.  The  print 
itself  states   that   the  fire  was  on  September   19. 

Lines  on  the  print  report  the  fire  almost 
reached  King's  College  (  "College  du  Roi"  )  which 
became  Columbia  College  and,  in  a  later  loca- 
tion, Columbia  University.  A  shifting  of  the  wind 
has  been  credited  with  saving  King's  College 
and   St.   Paul's. 


64 


i  !Hi>i;f  f  i 


tftm  ili'  I '■■!,  terriiU  <>  ruwdb   }'■/;■/.  (  ,//„■  /■■■   (Ima  darU  Lnuti  Mi  jq 


65 


.  /a/{.\: in/) ...  i, »  / ,„,'■/,„  r) ;  fit/4*  >■■■,  /// vroRYc/ Engz. im> . 

/WORK  Universally  ArknowLecLred^*'  /"' J&4Li-V:ti>ii:i;i;i(-(M>rtlir  lvin.l, rv/  wrw 

It s IuipurritJitvAci'uracv'.Xcw  Impi-m-i.//  •^_y^j\y^L_smeitt^ . Superior  Kle^.i 


America 


^  SURRENDER^  K.\RL(  '.<  >KNTWAL1IS  Lieutenant  <  JenoauW/&  Brit  ishAnmv,/ North  Aiiut 
<   <  lENERAL\VASHINGTOfN&COUNT  I).H(  xTLVMBEAl'.v///  /i/'.// :,-, '/-,><<__„■/„  „/-,/>/,.  \\ 
v.i k  ii.wi,  s  ( ;|(.n(i-iiciv//\'in.nuui.//v ><•/// //////-,// /////>■///,  combined Farces*  rAmenca  SrEtance 


63 

The  Surrender  of  Earl  Cornwallis  ...  to 
General  Washington  &  Count  de  Rocham- 
BEAU  ON  THE  19th  OF  October  1781.  Engrav- 
ing and  etching  by  Thornton  based  on  a  drawing 
by  Hamilton,  made  for  Edward  Barnard,  The 
New,  Comprehensive  and  Complete  History  of 
England:  From  the  Earliest  Period  of  Authentic 
Information,  to  the  Middle  of  the  Year 
MDCCLXXXiii  [1783?]  LC-USZ62-22034 

The  title  caption  also  contains  the  following 
words:  ".  .  .  whereby  the  Posts  of  York-Town 
and  Gloucester  in  Virginia  were  then  given  up  to 
the  combined  Forces  of  America  &  France." 

This  is  only  one  of  many  examples  of  the 
way  in  which  the  collections  of  prints  and  photo- 
graphs are  extended  by  the  book  collections  in 
the  various  divisions  of  the  Library. 
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Battle  of  Lexington  [April  19,  1775]  En- 
graving by  Cornelius  Tiebout.  1798. 

LC-USZ62- 13636 

Born  in  New  York  City  during  the  1770s, 
Tiebout  was  one  of  the  first  native  American 
engravers.  Apprenticed  to  a  silversmith  under 
whom  he  learned  to  engrave,  he  traveled  to 
London  in  1793  to  study  under  the  English 
engraver  James  Heath,  and  returned  to  New  York 
in  1796.  Three  years  later  he  moved  to  Phila- 
delphia, and  from  1817  to  1824  was  a  member  of 
the  banknote  engraving  firm  of  Tanner,  Kearney 
&  Tiebout. 
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A  New  Display  of  the  United  States.  Engrav- 
ing by  Amos  Doolittle.  1799-  "Printed  &  sold 
wholesale  by  Amos  Doolittle."     LC-USZ62-1798 

"A  new  display  .  .  ."  is  the  second  of  three 
very  similar  prints  Doolittle  engraved.  The  first, 
entitled  "A  display  of  the  United  States  of  Ameri- 
ca," was  published  in  1791  and  featured  George 
Washington  surrounded  by  the  arms  of  the  United 
States  and  of  each  of  the  first  13  States.  The  third 
engraving,  another  "New  display.  .  ."  (a  portrait 
of  Thomas  Jefferson  enclosed  by  a  square  com- 
posed of  little  squares,  each  representing  a  State), 
was  published  in  1802. 

The  slogan  at  the  top  of  this  print  is  a  slight 
variation  of  a  rallying  cry  which  became  popular 
in  U.S.  history  and  grew  out  of  the  Franco- 
American  dispute  of  the  late  1790's.  France,  at 
war  with  Great  Britain,  had  been  seizing  American 
ships.  When  a  U.S.  Commission  was  sent  to  Paris 
in  1797  to  work  out  an  agreement  about  Ameri- 
can shipping,  it  was  confronted  by  a  French  de- 
mand for  $250,000  as  well  as  a  loan  of  several 
million  dollars,  as  proposed  by  three  unofficial 
agents  (the  celebrated  "X,Y,Z  Affair").  The 
answer  was  a  short  negative  which  has  passed 
into  our  history  as  "Millions  for  defense  but  not 
a  cent  for  tribute."  The  quasi-war  with  France  be- 
gan, ending  with  the  ratification  late  in  1801  of  a 
"Convention  of  Peace,  Commerce  and  Navigation," 
which  had  been  signed  on  September  30,  1800. 

For  each  State  the  engraving  gives  the  num- 
ber of  Senators  and  Representatives  then  serving, 
as  well  as  the  total  number  of  "Inhabitants." 

In  the  pamphlet  An  Old  New  Haven  En- 
graver and  His  Work,  Amos  Doolittle,  by  Rev. 
William  A.  Beardsley  [1914?],  the  following 
comment  appears:  "We  are  told  that  Doolittle  was 
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entirely  self-taught  as  an  engraver.  This  is 
charitable,  for  there  is  no  use  in  incriminating 
anyone  else."  To  modern  eyes,  Doolittle's  work 
has  considerable  vigor  and  directness,  and  he  is 
generally  considered  to  be  one  of  the  important 
early  American  engravers. 
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The  Fall  of  Washington,  or  Maddy  in 
Fill  Flight.  Etching  (hand-colored).  Published 


by  S.  W.  Fores.  1814. 


LC-USZ62-1559 


Published  in  Piccadilly,  London,  the  print 
gives  an  English  view  of  an  event  in  the  War 
of  1812,  during  President  James  Madison's  first 
term.  In  August  1814,  the  British  invaded  the 
Chesapeake  Bay  and,  after  defeating  the  Ameri- 
cans at  Bladcnsburg,  Md.,  marched  on  Washing- 
ton on  the  24th.  Madison  and  the  members  of 
his  Cabinet,  who  had  been  invited  to  dinner  at 
the  Presidents  House    (as  the  White  House  was 


called  during  the  early  years  ot  the  I9tfl  century  ). 
had  to  flee  tin  city  before  earing  ro  avoid  being 
captured.  |Note  comment  attributed  to  Madison 
about  the  best  Cabinet  supper  I  ever  order  d 
and  the  piece  of  paper  on  the  ground  which  reads 
"Bill  of  fare   for   the  Cabinet   supper  at   President 

Maddy 's  August  24,  L814."]   Within  ■  few- 

hours  the  city  was  lit  up  by  (ires  which  the 
British  had  set  to  the  Capitol,  the  President's 
House,    and    other    public    buildings 
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HBM  Frigate  Macedonian,  Capt.  Carden, 
Striking  Her  Colours  to  the  U.S.  Frigate 
United  States,  Com'd.  Decatur  the  25th 
Octr.,  1812.  Painted  from  a  Drawing  on 
Board.  Engraving  by  J.Y.  [probably  Joseph 
Yeager]    1817.  LC-USZ62- 19208 

The  print  was  published  by  P.  H.  Hansell, 
Carver  and  Gilder,  Philadelphia. 


68 

Declaration  de  L'Independance  des  Etats- 
UNIS  D'AMERIQUE.  Engraving  by  Jean-Pierre- 
Marie  Jazet  after  the  painting  by  John  Trumbull 
[182  -  ?]  LC-USZ62-17349 

Most  recorded  engravings  of  the  Trumbull 
painting  are  by  American  engravers.  This  one  was 
executed  by  a  French  artist,  who  produced  at  least 
175  different  prints,  the  majority  dealing  with 
European  historical  themes. 

The  French  text  under  the  print  reported  the 
event  as  follows:  "When  the  King  of  England, 
George  III,  weighed  down  his  colonies  in  America 
with  taxes  and  vexations,  these  revolted  together, 
and  in  diverse  actions  which  the  undisciplined 
patriots  kept  up  against  the  English  Armies,  they 
obtained  brilliant  successes.  In  order  to  reani- 
mate the  courage  of  the  Colonists,  B.  Franklin, 
J.  Adams  and  several  other  representatives  pro- 
posed a  plan  for  a  republic  and  on  July  4,  1776, 
the  national  Congress  promulgated  the  declaration 
of  Independence  of  the  13  provinces,  an  act  which 
was  not  recognized  by  England  until  1783  after 
a  stubborn   war." 
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Battle  of  Buena  Vista.  View  of  the 
Battle-Ground  and  Battle  of  "The  Angos- 
tura" Fought  Near  Buena  Vista,  Mexico, 
February  23rd,  1847.  (Looking  S.  West). 
From  a  sketch  taken  on  the  spot  by  Major  Eaton, 
Aide  de  Camp  to  Gen'l.  Taylor.  Color  lithograph 
by  Henry  R.  Robinson.  ©1847.       LC-USZ62-131 

The  battle,  against  General  Santa  Anna's 
forces,  was  a  success  for  General  Zachary  Taylor 
and  contributed  to  his  position  as  a  military  hero. 
Two  years  later  he  was  inaugurated  President. 
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The  U.S.  Naval  Battery  During  the  Bom 
bardment  of  verz  cruz  on  the  24  and  25 
of  March  1847.  The  Battery  was  Composed 
of  Heavy  Guns  from  the  U.S.  Squadron 
Under  Com'ore  M.  C.  Perry  and  Commanded 
by  the  Officers  in  the  Following  Order 
Opposite  Their  Respective  Guns.  Painted  by 
H.  Walke,  Lt.  U.  S.  N.  Drawn  on  stone  by 
Pfau.  Lithograph  (hand-colored)  by  Sarony  & 
Major.  ©1848.  LC-USZ62-128 

The  print  is  the  last  plate  in  a  series  of  eight 
lithographs  entitled  "Naval  Portfolio.  Naval  scenes 
in  the  Mexican  War  by  H.  Walke,  Lieut.  U.S. 
Navy,"  probably  the  finest  pictorial  record  of  the 
war.  During  the  Mexican  War,  Henry  Walke 
served  as  executive  on  the  bomb-brig  VESUVIUS, 
and  in  the  Civil  War  he  saw  action  on  the  Missis- 
sippi River.  In  1877  Walke  published  Naval 
Scenes  and  Reminiscences  of  the  Civil  War  in  the 
United  States,  on  the  Southern  and  Western 
Waters  During  the  Years  1861,  1862  and 
1863,  which  was  illustrated  with  27  of  his  own 
excellent  pictures  of  naval  operations  during  the 
war. 

The  guns  in  this  print  are  listed  by  the 
following  names:  St.  Mary's,  Albany,  Mississippi 
(all  of  68  lbs)  and  Potomac  (2)  and  Raritan 
(of  32  lbs). 
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Grand,  National,  Whig  Banner.  Press 
Onward.  Lithograph  (hand  colored)  by  Na- 
thaniel Currier.  ©1848.  LC-USZ62-7554 

The  forerunner  of  the  large  billboard  poster 
used  in  later  Presidential  campaigns  was  the 
one-sheet  pictorial  banner,  a  small,  highly  dec- 
orated, hand-colored  print. 

"Z.  Taylor  [and]  M.  Fillmore.  The  People's 
Choice  for  President  &  Vice  President  from  1849 
to  1853"  were  elected,  but  General  Taylor  died 
in  office  in  1850. 
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Stephen     Arnold    Douglas.     Daguerreotype 
taken  in  Mathew  B.  Brady's  studio   [about  1852  | 

LC-USZ62-1754 

An  interesting  feature  of  the  daguerreotype 
is  that  it  reverses  the  image.  What  appears  to  be 
the  right  side  is  actually  the  left.  To  see  Douglas, 
who  achieved  fame  as  "The  Little  Giant"  and 
Lincoln's  contestant  in  the  Lincoln-Douglas  de- 
bates, as  he  actually  looked,  it  would  be  necessary 
to  print  the  photograph  in  reverse,  since  the 
image  in  this  process  is  directly  on  a  silver- 
coated  copper  plate,  and  is  therefore,  under  the 
laws  of  optics,  reversed.  The  later  use  of  film  and 
glass-plate  negatives  made  it  possible  to  correct 
the  reversed  image  in  the  printing,  as  well  as  to 
produce  multiple  copies. 

Some  simple  tests  may  be  used  to  distinguish 
a  photograph  of  a  daguerreotype  from  a  photo- 
graph made  from  another  photo.  The  buttons  on  a 
male  subject's  coat  may  be  checked,  for  example; 
if  the  usual  direction  such  a  coat  is  buttoned 
is  reversed,  the  photo  is  probably  from  a  daguer- 
reotype (although  prisms  were  sometimes  used 
to  make  the  image  appear  correctly).  A  book  title 
or  other  writing  in  a  daguerreotype  will  likewise 
be  reversed.  An  absolute  identification  cannot  be 
made,  however,  without  examining  the  original. 

The  most  important  early  photographic 
record  in  the  Prints  and  Photographs  Division  is 
the     collection     of     approximately     500     original 


daguerreotypes,   the   majority  of   them   taken    in 

Brady's  studio  during  the  IKiO'n  and  I850's. 
(In  1972  the  Library  acquired  .i  set  of  the  earliest 
known  daguerreotypes  of  public  buildings  in 
Washington  See  No.  142,  a  view  of  the<  apitol.) 
Many  of  the  people  prominent  in  government,  in 


the  .uts,  and  in  the  news  of  the  period  arc  rcprc 
senred  in  the  collection,  some  of  the  more  notable 
being  Jenny  Lind,  President  Fr.inklm  Pierce.  Win 

field    Scott,    Brigharn    Young,    William    Gotten 

Bryant,  Edwin  Forrest,  and  Alherr  C.all.uin.  .is  well 

.is  Pn  sideni  James  K    Polk 
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James  Knox  Polk.  Daguerreotype  by  Mathew  B. 
Brady.  1849.  LC-USZ62-9062 

It  is  seldom  possible  to  document  precisely 
the  day  an  early  photograph  was  made.  One  of 
the  few  exceptions  is  this  daguerreotype  of  Presi- 
dent Polk.  The  following  appears  in  an  entry  in 
Polk's  diary  for  Wednesday,  February  17,  1849: 
"I  yielded  to  the  request  of  an  artist  named 
Brady,  of  New  York,  by  sitting  for  my  Deguer- 
reotype  [sic]  likeness  today.  I  sat  in  the  large 
dining  room." 
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The  Second  Battle  of  Bull  Run,  Fought 
August  29th,  1862  .  .  .  Lithograph  (hand- 
colored)  by  Currier  &  Ives  [1862] 

LC-USZ62-147 

In  addition  to  the  prints  based  on  drawings 
made  from  direct  observation,  a  number  of  prints 
were  published  during  the  Civil  War  which  are 
not  documents  of  actual  battle  scenes  but  rather 
pictorial  expressions  of  the  feelings  of  the  time. 
Such  a  print  is  Currier  &  Ives'  "The  Second 
Battle  of  Bull  Run,"  from  the  Northern  view. 

The  Civil  War  was  uppermost  in  the  minds  of 
the  people  and  there  was  a  market  for  pictures  of 
all  kinds  dealing  with  the  war,  a  market  on 
which  Currier  &  Ives  quickly  capitalized  with 
rush  prints  that  were  merely  artists'  conceptions. 
Examination  reveals  a  tremendous  similarity  be- 
tween them:  a  mass  of  soldiers  driving  before 
them  another  mass  of  soldiers  on  a  characterless 
field. 

On  occasion,  the  firm  moved  into  the  market 
with  a  lithograph  before  the  battle  had  ended. 
Second  Bull  Run  was  not  a  Union  victory,  as 
this  print  boasts;  it  was  a  defeat. 
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President  Lincoln,  General  George  Mc- 
Clellan  and  a  Group  of  Officers  at  Head- 
quarters of  the  Army  of  the  Potomac. 
Photograph  by  Alexander  Gardner.  October  3, 
1862.  LC-B8171-7951 

After  the  battle  of  Antietam,  also  known  as 
Sharpsburg,  President  Lincoln  visited  General 
McClellan  at  the  latter's  headquarters  near 
Harper's  Ferry.  The  original  photograph  appears 
in  volume  1  of  Gardner's  Photographic  Sketch 
Book  of  the  War,  published  in  1866  by  Philp  and 
Solomon  of  Washington,  and  containing,  as  does 
volume  2,  50  original  photos.  In  the  text  pre- 
ceding this  photo  appears  the  following:  "The 
evening  and  night  of  Thursday  and  Friday  the 
President  spent  at  General  McClellan's  quarters, 
occupying  much  of  the  time  in  private  conversa- 
tion with  him.  In  this  conversation,  it  is  said, 
that  when  the  President  alluded  to  the  complaints 
that  were  being  made  of  the  slowness  of  the 
General's  movements,  General  McClellan  replied, 
'You  may  find  those  who  will  go  faster  than  I, 
Mr.  President,  but  it  is  very  doubtful  if  you  will 
find  many  who  will  go  further.' " 

The  best  known  pictorial  record  of  the  Civil 
War  is  the  magnificent  collection  of  photographs 
taken  by  Mathew  Brady,  and  his  colleagues  and 
other  contemporaries,  of  whom  Alexander  Gard- 
ner, both  as  a  member  of  Brady's  staff  and  as  an 
independent  entrepreneur,  was  one  of  the  princi- 
pal contributors.  Portraits  of  generals  and  officers 
of  lower  rank,  headquarters,  camp  scenes,  artillery, 
railroads,  ships,  pontoon  bridges,  towns  and 
cities,  fortifications,  and  the  ruins  of  war  are 
some  of  the  subjects  covered  in  the  more  than 
10,000  original  glass-plate  negatives  and  prints 
available  in  the  division. 
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The  Battle  of  Stone  River  or  Murfrees- 
boro'.  Representing  Gen.  Sam  Beattys 
Brigade  on  the  31st  of  December  1862. 
Skccched  by  A.  E.  Mathews,  31st  Reg.  O.  V.  I. 
Lithograph  by  Middleton  Strobridge,  &  Co. 
[1863]  LC-USZ62-143 

During  the  Civil  War  a  relatively  small 
number  of  lithographs  were  based  on  drawings 
made  in  the  field.  This  print  is  one  of  more  than 
30  scenes  based  on  drawings  by  Alfred  Edward 
Mathews,  who  served  in  the  31st  Ohio,  partici- 
pating in  the  siege  of  Corinth  and  the  battles 
of  Stone  River,  Lookout  Mountain,  and  Missionary 
Ridge.  They  offer  the  student  of  the  Civil  War 
accurate  pictures  of  the  scenes  portrayed,  a 
fact  attested  to  in  an  August  9,  1863,  letter  from 
Major  General  U.S.  Grant  to  Mathews:  "...  I 
have  examined  the  Lithographs  of  the  views  taken 
by  you  of  the  Siege  of  Vicksburg'  and  do  not 
hesitate  to  pronounce  them  among  the  most  ac- 
curate and  true  to  life  I  have  ever  seen.  They 
reflect  great  credit  upon  you  as  a  delineator  of 
landscape  views."  (Robert  Taft,  Artists  and  Illus- 
trators of  the  Old  West,  1850-1900.  1953) 

The  bottom  lines  of  the  print  give  an  ac- 
count by  a  correspondent  for  the  Cincinnati  Com- 
mercial crediting  General  Rosecrans  with  the  de- 
cisive action  which  involved  Beattys  Brigade. 
The  lithograph  was  made  in  Cincinnati,  which 
was  another  of  the  various  major  cities  in  the 
United  States  which  produced  prints  or  photo- 
graphic views  in  this  period. 
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Alfred   R.   Waud.   July    1863.   Photograph   by 
Timothy  H.  O'Sullivan  or  Alexander  Gardner. 

LC-USZ62-533 

Shown  sketching  at  Gettysburg,  Alfred  R. 
Waud  was  a  field  artist  for  Harper's  Weekly, 
as  was  his  brother,  William  Waud.  Some  1,200 
original  pencil  and  wash  drawings  of  battle 
scenes,  encampments,  naval  engagements,  infan- 
try marches,  etc.,  for  the  years  1861-65,  constitute 
the  "unique  and  unexcelled"  Waud  Collection. 

The  Wauds  were  cited  by  Harper's  Weekly, 
June  3,  1865,  as  being  among  their  artists  who 
had  been  "not  less  busy  and  scarcely  less  im- 
perilled than  the  soldiers.  The  fierce  shock,  the 
heavy  tumult,  the  smoky  sway  of  battle  from 
side  to  side,  the  line,  the  assault,  the  victory — 
they  were  part  of  all  and  their  faithful  fingers, 
depicting  the  scenes,  have  made  us  a  part  also." 
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The  Battle  of  Gettysburg,  July   3,   1863. 
Pencil  drawing  by  Edwin  Forbes.  LC-USZ62-5769 

Forbes,  a  sketch  artist  for  Frank  Leslie's 
Illustrated  Newspaper,  drew  this  preliminary 
sketch  for  a  full  two-page,  highly  detailed  wood- 
cut, made  by  a  staff  artist  in  New  York,  that 
appeared  in  the  issue  of  July  1H,  1863.  It  was 
identified  as  being  "From  a  Sketch  by  our  Special 


Artist,  Edwin  Forbes"  In  light  writing  above 
the  horizon  Forbes  gave  information  for  the 
engraver  on  field  positions,  topography,  action, 
etc.  The  process  of  reporting  and  publishing  the 
news  by  picture — from  preliminary  sketch  CO 
publication  in  greatly  expanded  form — took  1 5 
days  in  this  case,  but  often  it  took  somewhat 
longer.  The  woodcuts  used  in  the  weeklies,  while 
serving  their  important  function,  could  not  COnvej 


the  full   individuality  and  of  the 

drawings,  nor  could  th  □  time 

jght   below    "~\'  >  n>  three  v. 
The-    most    important    graphii  I    the 

(  imI  War  in  the  Prints  and  Photographs  Division 
is  the  colli  iriginal 

pencil    sketches    and    pencil    and    wash    drawings 
m.nlc     on    the-    spot    by    the      sketch    artist 

H.irpi  r'i  an  weeklies 
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Palmetto  Battery,  Charleston,  South  Car- 
olina. Photograph,  probably  by  George  S.  Cook 
[ca.  1863]  LC-B8184-10358 

Cook,  a  resident  of  Charleston,  S.C.,  had  been 
employed  by  Brady  in  New  York.  He  became 
one  of  the  principal  photographers  of  the  Con- 
federate side. 

The  Cook  collection  of  glass-plate  negatives 
of  the  Civil  War  is  in  the  custody  of  the  Valentine 
Museum  in  Richmond,  Va. 
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Morris  Island,  South  Carolina.  Full  Sap 
(A  Completed  Trench  to  the  Next  Paral- 
lel) [July  or  August  1863].  Photograph  by 
Haas  &  Peale.  LC-B8178-17 

When  acquired  by  the  Library  of  Congress, 
the  Haas  &  Peale  collection  of  44  glass-plate 
negatives  was  housed  in  what  appeared  to  be 
their  original  wooden  boxes.  The  names  "Haas 
&  Peale"  were  scratched  into  the  emulsions  of 
10  of  the  plates — the  only  Civil  War  negatives 
the  Prints  and  Photographs  Division  has  received 
that  are  identified  in  this  manner.  In  one  of  the 
negatives  the  original  cloud  image  appears,  in- 
stead of  the  painted  clouds  seen  on  most  other 
Civil   War   negatives. 


The  clarity  and  vitality  of  these  photographs 
gives  them  a  position  among  the  best  taken 
during  the  Civil  War.  An  extended  search  to 
establish  the  identity  of  "Haas  &  Peale,"  as 
individuals  and  as  a  firm,  has  not  been  successful 
to  date,  although  records  show  a  "Lt.  Philip 
Haas"  as  a  "Photographer  General  Staff'  serving 
at  least  part  of  the  time  with  the  New  York 
Engineers.  A  detailed  account  of  what  is  known 
about  "The  Case  of  the  Disappearing  Photo- 
graphers" and  their  photographs,  by  Milton  Kap- 
lan, appears  in  the  Quarterly  Journal  of  the  Library 
of  Congress,  January  1967. 
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Robert   E.    Lee.    Photograph    by   J.    Vannerson. 
1864.  LC-B8172-1 

Lee  sat  early  in  1864  in  the  Main  Street 
studio  of  Julian  Vannerson,  a  Richmond  photogra- 
pher, for  this  familiar  portrait.  Lee  did  this  "at 
the  entreaty  of  several  Richmond  women  who 
wanted  new  pictures  of  him.  A  worthy  project 
was  involved — a  young  Virginia  sculptor,  Ed- 
ward V.  Valentine,  then  studying  in  Berlin,  was  to 
make  a  small  statue  of  General  Lee,  for  sale  at 
a  Confederate  Bazaar  that  was  to  be  held  in 
Liverpool  for  the  benefit  of  disabled  Confederate 
veterans.  The  relations  of  the  Confederacy  with 
Britain  might  benefit  too — there  was  still  hope 
of  recognition — ,  and  Lee  lent  himself  to  the 
undertaking  in  a  mood  of  finest  compliance, 
though  after  what  urging  from  Mrs.  Lee  we  do 
not  know.  .  .  When  he  dressed  himself  for  the 
ordeal  of  the  Vannerson  photographs,  he  ap- 
parently made  a  gallant  gesture  of  deference  to 
the-  committee  of  Richmond  ladies.'  (Roy  Mere- 
dith, The  Face  of  Robert  E.  Lee  in  Life  and  in 
Legend,  1947) 

Vannerson  is  believed  to  have  made  four 
views,  three  of  which  survive.  They  were  widely 
circulated,  appearing  in  London  newspapers  and 
periodicals,  and  also  published  as  lithographs 
and  engravings.  The  statue  also  took  form,  but 
not  in  time  for  the  Liverpool  Bazaar.  Whether 
the  20-inch  statue  still  exists  is  not  known,  but 
photographs  made  of  it  in  Europe  are  in  exist- 
ence, and  a  description  appeared  in  the  London 
Index,  the  organ  in  England  of  the  Confederate 
Government,  in   1865. 

The  portrait  has  "over  the-  years  .  .  .  perhaps 
been  the  dominant  influence  on  the  scores  ■  >[ 
artists  who  have  sought  to  recreate-  Robert  E. 
Lee.   .  .   ."    (Meredith). 
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General  Grant  (Leaning  over  Bench)  in 
Council  of  War  at  Bethesda  Church,  Vir- 
ginia. June  2,  1864.  Photograph  by  Timothy  H. 
O'Sullivan.  LC-B817 1-730 

"At  daylight  on  June  2,  the  headquarters 
fof  Grant]  were  moved.  .  .  to  a  camp  near 
Bethesda  Church.  .  .  The  pews  had  been  carried 
out  of  the  church  and  placed  in  the  shade  of 
the  trees  surrounding  it  .  .  .  The  ubiquitous 
photographers  were  promptly  on  the  ground,  and 
they  succeeded  in  taking  several  fairly  good  views 
of  the  group.  .  ."  (Horace  Porter,  Campaigning 
with  Grant,  1897) 

One  of  a  series  of  three  documentary  war 
photographs  taken  in  an  unusual  setting,  this 
photo  shows  General  Grant  leaning  over  General 
Meade's  shoulder  examining  a  map.  Another 
shows  Grant  listening  to  reports;  the  third  is 
of  Grant  writing  a  dispatch. 
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Before  Petersburg  [Explosion  of  the  Mine| 
at  Sunrise,  July  30,  1864.  Pencil  drawing 
heightened  with  Chinese  white  by  Alfred  R. 
Waud.  July  30,  1864.  LC-USZ62-176 

The    "sketch    artists" — well    exemplified    by 
Alfred  Waud,  who  covered   the  activities  of  the 


Army  of  the  Potomac  from  the  first  Battle  of 
Bull  Run  to  Petersburg — were  the  prime  agents 
in  bringing  scenes  of  the  war  to  Americans 
having  access  to  such  media  as  the  weekly  news- 
papers. The  wood  engraving  made  after  the-  above 
drawing    was    published     in     Harptr'i     U 


August  20,  1864,  tailing  within  the  usual  time- 
period  of  tWO  to  three  weeks  between  the  making 
of   the  field   sketch  and   publieation  of   the 

engraving. 
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A  Dead  Confederate  Soldier,  Petersburg, 
Virginia,  April  1865.  Photograph  attributed  to 
Thomas  C  Roche.  LC-B8171-3175 

Roche  was  one  of  Brady's  principal  field 
photographers,  being  linked  with  Timothy  H. 
O'Sullivan  and  Alexander  Gardner  as  the  three 
most  prolific  field  operators.  Brady  took  some 
photographs  of  the  war  itself,  perhaps  a  few  dozen, 
but  his  eyesight  was  failing  and  as  director  of  an 
organization  he  was  principally  occupied  with 
administration,  contacts,  and  financing. 

The  two  guns  lying  near  the  soldier  are  prob- 
ably Enfield  rifle-muskets. 
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Ruins    in    Richmond,   Virginia,   May    1865. 
Photograph   possibly   by  Timothy   H.   O'Sullivan. 

LC-B815-905 

The  taller  figure  at  the  left  is  seen  only  in 
faint  and  almost  ghostly  outline  because  he 
moved  during  the  exposure,  probably  only  an 
accidental  addition  to  the  atmosphere  but  one 
that  complements  the  other  stirrings  of  life 
against  the  ruins. 
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The  Spirit  of  Tweed  is  Mighty  Still; 
"And  Even  Yet  You  Don't  Know  What  You 
Are  Going  to  do  About  It!"  Pen-and-ink  draw- 
ing by  Thomas  Nast.  1886.        LC-USZ62-13093 

Thomas  Nast,  considered  to  be  the  father  of 
the  American  political  cartoon,  is  best  known  for 
his  attacks  against  William  Marcy  Tweed  (Boss 
Tweed)  that  appeared  in  Harper's  Weekly 
during  the  1870's  and  1880's.  In  connection  with 
a  cartoon  that  appeared  in  the  August  19, 
1871,  issue,  Tweed  is  supposed  to  have  com- 
mented to  some  of  the  members  of  the  Tweed 
Ring:  "Let's  stop  them  d-n  pictures!  ...  I  don't 
care  so  much  what  they  write  about  me  .  .  . 
my  constituents  can't  read;  but  d--n  it,  they  can 
see  pictures."  (Albert  Bigelow  Paine,  Th.  Nast: 
His  Period  and  His  Pictures,  1904) 

In  the  fall  of  1871  Nast  was  offered  $500,- 
000  to  take  a  trip  abroad  to  study  art  and  thus 
remove  himself  from  his  range  of  attack  on 
Tweed.  "Well,  I  don't  think  I'll  do  it,"  Nast  said. 
"I  made  up  my  mind  not  long  ago  to  put  some 
of  those  fellows  behind  the  bars,  and  I'm  going 
to  put  them  there!"  (Paine) 

This  cartoon  was  published  in  the  December 
18,  1886,  issue  of  Harper's  Weekly,  long  after 
Tweed's  death.  The  drawing  is  typical  of  Nast's 
style  of  depicting  Tweed's  appearance,  including 
a  large  and  radiating  diamond  stickpin,  even  after 
Tweed  had  been  sent  to  prison,  as  he  was  three 
times  and  where  he  died  in  1878.  Nast  dressed 
Tweed  in  a  street  suit  but  gave  it  lines  suggesting 
the  stripes  commonly  associated  with  prisoners' 
uniforms  in  penal  institutions  at  that  time. 
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Battle  of  Las  Gua'simas  Near  Santiago, 
|i  m  24,  1898.  Thi  9th  and  ioth  Colored 
Cavalry  in  Support  of  the  Rough  Riders 
Lithograph  by  Kurz  &  Allison.  ©1898. 

LC-USZ62-134 

As  the  first  land  engagement  of  the  Spanish- 
American  War.  the  battle  (sometimes  called  the 
skirmish)  of  Las  Guasimas  was  a  major  milestone 
on  the  road  to  Santiago.  The  occupation  of  Las 
Ciuasimas  and  the  area  beyond,  stretching  to  the 
fortifications  guarding  Santiago,  was  an  essential 
prelude  to  any  large-scale  attack  on  the  city." 
(Frank  Freidel,  The  Splendid  Little  War,   1958) 

The  engagement  was  not  won  solely  by 
successful,  if  improvised,  strategy.  The  Rough 
Riders  under  Lieutenant  Colonel  Theodore  Roose- 
velt and  Colonel  Leonard  Wood,  exposed  to 
enemy  fire  for  the  first  time  after  their  landing 
a  few  days  before,  and  an  experienced  detachment 
of  dismounted  10th  Cavalry  Regulars  along  with 
other  units,  were  engaged  in  direct  assault  on 
the  Spanish  positions.  A  squadron  of  the  9th 
Cavalry  arrived  to  reinforce  the  Rough  Riders 
after  the  Spanish  had  fled;  the  squadron  "had 
hurried  up  to  get  into  the  fight,  and  was  greatly 
disappointed  to  find  it  over."  (Theodore  Roose- 
velt. The  Rough  Riders,  1899) 

What  the  lithograph  seeks  to  depict  is  ap- 
parently a  peak  point  in  the  action  when  the 
Rough  Riders  from  one  side  and  Major  General 
Joseph  Wheeler's  forces  from  the  other  joined 
on  the  ridge  before  the  blockhouses  and  other 
fortifications.  "Directly  in  front  of  the  Tenth 
Cavalry  rose  undoubtedly  the  strongest  point  in 
the  Spanish  position — rwo  lines  of  shallow 
trenches  strengthened  by  heavy  stone  parapets. 
The  moment  the  advance  was  ordered,  the  black 
troopers  of  the  Tenth  Cavalry  forged  ahead.  They 


were  no  braver  certainly  than  any  other  men  in 
the  line,  but  their  better  training  enabled  them 
CO  render  more  valuable  services  .  .  ."  (Stephen 
Bonsai  1  1899  I 


W.G.' 
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[Roosevelt  and  the  Rough  Riders  at  San 
JUAN  Hill]  Chromolithograph  by  George  S. 
Harris  &  Son  of  watercolor  by  W.  G.  Read. 
©1898  LC-USZ62-135 

As  noted  in  the  introduction  to  this  section, 
this  print  reflects  the  spirit  of  the  episode  but 
does  not  conform  to  the  facts  of  the  terrain, 
that  would  not  have  permitted  the  kind  of 
cavalry  action  shown. 

Both  this  print  and  the  one  below  are  dis- 
cussed in  the  introduction  as  illustrations  of  the 
need  to  study  prints  and  photographs  and  their 


legends  carefully  to  determine,  insofar  as  possible, 
their  true  historical  message. 
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El  Pozo  [or  El  Poso?j  Wash  drawing  by  Wil- 
liam J.  Glackens.  July  1898.       LC-USZ62-17843 

"El  Pozo"  as  the  place  was  named  (but  "El 
Poso"  as  it  appears  on  the  drawing)  is  one  of 
the  25  original  Glackens  drawings  of  the  Cuban 
campaign  in  the  collections.  The  drawing  is  one 


of  five  by  Glackens  used  as  illustrations  for  a 
long  eyewitness  account  of  the  action  at  and 
near  San  Juan  Hill,  as  reported  by  Stephen  Bonsai 
in  McClure's  Magazine  in  October  1898. 

Glackens  was  the  only  artist-reporter  em- 
ployed by  McClure's  to  cover  the  Spanish-Ameri- 
can War,  an  indication  of  his  extraordinary  tal- 
ents as  a  draftsman  and  his  delight  in  observa- 
tion, assets  which  were  to  raise  his  Spanish- 
American  War  series  above  the  ordinary  level 
of  journalistic  sketching. 

After  the  war  Glackens  concentrated  more 
and  more  on  painting,  and  became  one  of     The 


90 


Eight,"  also  known  as  the  "Ashcan  Painters."  The 

field  reporting  in  Cuba,  in  which  he  sought  out 
and  sketched  many  aspects  of  the  campaign, 
with  close  attention  to  atmosphere  and  mood, 
was  an  important  preparatory  experience  for  his 
later  career 

"Today  the  paintings  of  The  Eight'  still  live. 
Much  of  the  art-loving  public  is  pleased,  rather 
than  shocked,  by  portrayals  of  familiar  life,  while 
it  finds  it  increasingly  difficult  to  accept  the 
sentimental  and  artificial  studies  produced  by  the 
Academicians  against  whom  Glackens  and  his 
associates  revolted.  The  drawings  of  the  Spanish- 
American  War  belong  to  this  tradition.  Indeed, 
because  they  came  in  a  period  of  Glackens' 
career  when  he  was  turning  away  from  reporting 
and  finding  his  way  as  a  painter,  so  they  are 
important  documents  in  American  art  as  well  as 
significant  records  of  a  war."  (Alan  Fern,  in 
Quarterly  journal  of  Current  Acquisitions,  Li- 
brary of  Congress,  December  1962) 

This  collection  is  a  gift  of  the  artist's  son, 
Ira  Glackens. 
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Colonel  Theodore  Roosevelt  and  the 
"Rough  Riders"  at  the  Top  of  San  Juan 
Hill  after  Its  Capture,  July  1898.  Photo- 
graph by  William  Dinwiddie.       LC-USZ62-7626 

One  of  a  series  of  14  photographs  taken  by 
Dinwiddie  of  the  campaign  in  Cuba,  this  photo 
is  one  of  the  most  familiar  of  those  of  Colonel 
Roosevelt  and  the  colorful  group  he  led. 
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Two   Ends   oi    THE    National   Table   The 
Sikangj  Thing  is  thj  Heartlbssnbss  oi  mi 

Brim    on    mi    l.i  i  i    Pen-and-ink  drawing  by 
Homer  Davenport.  1902.  1.C-USZ6-765 

Davenport  was  a  cartoonist  for  the  Xcu 
York  journal,  which  carried  this  cartoon  on  April 
25,  1902.  In  the  giant  figure  of  the    Trust'  be 

created  one  of  the  Strongest  symbols  m  American 
political  cartooning  of  the  period  That  same- 
year  President  Theodore  Roosevelt  began  his 
vigorous  campaign  of  "trust-busting."  Davenport's 
graphic  attacks  were  in  rhe  same  vein  of  crusading 
journalism  as  Wist \  anti -Tweed  cartoons.  The 
force  of  his  pen  is  indicated  not  only  in  giant 
figures  but  also  in  such  details  as  the  elaborate 
cloth  at  one  end  of  the  table  and  the  worn  and 
torn  covering  at  the  other.  Davenport  often  used 
long,  two-line  captions,  as  in  this  cartoon,  the  lines 
sometimes  appearing  at  both  the  top  and  bottom 
of  his  drawing. 
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Will  He  Knock  It  Out?  Pen-and-ink  drawing 
by  Clifford  K.  Berryman  [1908]    LC-USZ62-1963 

President  Theodore  Roosevelt  is  pictured  in 
the  posture,  in  Berryman's  imagination,  of  con- 
fronting the  third-term  rumor.  Berryman's  long 
experience  as  a  Washington  cartoonist  began  with 
the  Washington  Post  and  continued,  for  more  than 
four  decades  before  his  death  in  1949.  with  the 
Washington  Evening  Star  i  now  the  Washington 
■  us).  More  than  1,600  of  his  original 
pen-and-ink  cartoons  are  on  file  in  the  division. 
The  "Teddy  Bear"  behind  Roosevelt  became 
a  standard  feature  of  his  cartoons  of  T.R.  It 
was    a    Berryman    invention    which    stands    with 


other  popular  animal  symbols  created  by  famous 
cartoonists,  such  as  Nast's  donkey  and  elephant 
Berryman  took  the  Teddy  Bear  as  such  a  symbol 
when,    during   a    Mississippi    bear    hunt    in     [902, 


<lt  declined  to  shoot  a  cub.  The 
image  became  popular  almost  immediately 

Benyman    re*  liner    Prize   for  car- 

tooning in  1944 
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Children  in  a  Parade  of  Suffragettes,  May 
1913.  Photograph.  Photographer  unknown. 
George  Grantham  Bain  Collection. 

LC-B2-2684-2 

This  photo  is  one  of  several,  recording  a 
woman  suffrage  parade  and  pageant  on  Long 
Island,  New  York,  which  are  included  in  the  Bain 
Collection  of  some  100,000  glass-plate  negatives. 
Bain,  a  resident  of  Washington,  D.C,  and  later  of 
New  York,  has  been  credited  with  organizing 
the  "1st  news  photograph  service  in  America." 
(Who's  Who  in  New  York,  1929)  Starting  with 
a  news  service,  he  began  about  1898  to  mail 
photos  along  with  his  news  stories,  whenever 
possible,  and  soon  discovered  that  editors  were 
interested,  not  only  in  news  photographs  but  in 
others  that  were  illustrative  of  stories  (public 
buildings,  statues,  farm  scenes,  city  views,  etc.) 
From  this  beginning  "Bain  began  to  put  into  file 
a  variety  of  photographs  on  subjects  that  editors 
might  be  likely  to  require;  then  he  mailed  out 
daily  or  weekly  consignments  of  them  as  a  news 
service.  Thus  the  photographic  agency  business 
started.  .  ."  (New  York  Times,  May  11,  1953) 
Through  his  Bain  News  Service  and  Montauk 
Photo  Concern  his  customers  at  one  time  included 
some  100  newspapers  throughout  the  country. 

Another  of  his  pioneering  steps  was  in 
meeting  incoming  transatlantic  liners  before  they 


landed.  "His  photographers  met  ships  .  .  .  estab- 
lishing the  custom  of  taking  pictures  of  celebrities 
returning  from  visits  to  Europe."  (New  York 
Herald  Tribune,  April  22,  1944) 

Even  after  a  fire  in  1909,  the  collection  is 
still  very  extensive,  providing,  for  example,  a 
comprehensive  coverage  of  news  stories  of  many 


kinds  for  the  period  1909-25.  The  range  of  sub- 
jects includes  such  categories  as  American  per- 
sonalities, foreign  personalities,  arts,  sports,  New 
York  City  (politics,  celebrations,  notable  visitors, 
street  scenes,  fires,  strikes,  conventions,  etc.),  and 
political  and  other  public  events,  both  foreign 
and  domestic,  among  many  others. 
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'I  hi  I.aiim  SUFFRAGI  Kkri  ii  [WILLIAM 
Jennings  Bryan]  Pen-and-ink  drawing  by  Clif- 
ford K    Bcrryman  [1915?]  LC-USZ62-9645 

Three    times    the    Democratic    candidate    for 
President     (1894     1900,     1908),    Bryan    I 
woman  suffrage  among  other  reforms    Hi 
as   Secretary   of   State    under    Woodrou    \Vilv>n, 
but  resigned  from   the  post  on    June  9.    1915.   A 
comparison    of    the    building-top    locale    with    a 
photograph     of     the     State -\V.ir\..\  y      Building 
(now  the  Executive  Office  Building)    to  rift 
of  the  White  House  suggests  that  Berryman  used 
it   for   his  drawing. 
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SHADOWS   Etching  by  Kerr  Eby.  |n.  d.| 

LC-USZ62-436 

Kerr  Eby  enlisted  in  the  U.S.  Army  in  1917 
and  saw  action  in  France  with  various  artillery 
regiments.  He  made  sketches  and  brought  them 
back  in  1919,  when  he  returned  to  his  career 
as  one  of  America's  foremost  etchers  In  1936  a 
collection  of  28  of  his  etchings,  based  on  his 
sketches,  notes,  and  memories,  and  entitled  War, 
vat  published  by  the  Yale  University  Press. 
"Shadou  i  employs  .  .  .  effects  of  masses  of  un- 
differentiated human  beings  and  sombre  chiaros- 
curo. .  .  ."  (Library  of  Congress,  An  Album  of 
American  Battle  Art  1755-1918,  1947) 
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Years   of   Dust.   Color   poster   by   Ben   Shahn 
11936]  LC-USZ62- 19225 

Done  for  the  Resettlement  Administration, 
later  the  Farm  Security  Administration,  this 
lithographic  poster  reflects  Shahn's  greater  in- 
terest in  the  image  than  in  the  medium.  A 
noted  painter  and  printmaker,  as  well  as  photogra- 
pher, he  considered  "his  posters  equal  in  im- 
portance to  his  other  work,  although  none  of 
his  posters  is  an  original  in  the  sense  that  the 
artist  produced  it  entirely  by  hand  from  begin 
ning  to  end."  ( Kneeland  McNulry,  The  Collected 
Prints  of  Ben  Shahn.  1967) 


YEARS  OF  DUST 


RESETTLEMENT  ADMINISTRATION 

Rescues  Victims 

Restores  Land  to  Proper  Use 
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Boy,  Those   Republicans   are   Split.   Pencil 
drawing  by  Don  Hesse.  September  1952. 

LC-USZ62-17273 

The  cartoonist's  view  of  the  Eisenhower- 
Stevenson  election  campaign  of  1952  depicts, 
through  the  emblem  of  one  party,  the  problems 
of  both.  Don  Hesse  is  an  editorial  cartoonist  for 
the  St.  Louis  Globe-Democrat. 
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In  no  section  of  this  book  is  the  contrast  between  accurate  reporting  and  rosy  send 
mentahsm  more  pronounced  than  here.  The  American  scene  has  naturally  inspired  prmtmak- 
ers  and  photographers  to  develop  themes  centered  around  the  beauties  of  the  landscape,  and 
the  industry  and  attractiveness  of  the  people:  Currier  &  Ives'  lithographs  and  George 
Barker's  photographic  views  are  two  examples  of  this  approach.  At  the  same  time,  the 
rapidly  expanding  young  nation  began  to  take  stock  of  itself  in  the  late  19th  and  early 
20th  centuries;  political  and  social  problems  were  beginning  to  engage  photographers,  report- 
ers, and  artists.  Lewis  Hine,  Jacob  Riis,  and  the  Farm  Security  Administration  photographic 
team  were  among  those  who  brought  about  an  awareness  of  the  evils  ot  child  labor,  the 
wretchedness  of  the  slums,  and  the  human  misery  that  follows  in  the  wake  of  disaster,  de- 
pressions, or  dispossession  from  poor  to  sometimes  even  poorer  housing  to  make  way  tor 
redevelopment. 

Our  cities  have  changed  so  completely  in  physical  appearance  in  the  past  50  years  that 
often  only  a  little  remains  of  their  original  buildings  o-  streets.  To  give  a  context  to  the 
records  of  buildings  shown  in  the  section  on  Architecture,  early  views  such  as  the  17th  ten 
tury  print  of  New  York  (then  "Novum  Amsterodamum"  or  New  Amsterdam)  or  William 
Birch's  "Second  Street  .  .  .  Philadelphia"  are  invaluable.  The  examples  reproduced  arc  only 
a  few  of  the  very  large  group  of  such  early  views  in  the  Library's  collections. 

Other  extensive  groups  of  materials  in  the  division  include  portraits  of  Indian  leaders, 
photographs  of  Indian  and  white  villages  in  the  Western  territories,  and  records  of  explora- 
tion parties.  Many  of  these  pictures  show  a  sensitivity  and  technical  command  tar  beyond 
that  required  for  mere  documentation.  Some  of  those  who  recorded  the  nation's  expansion 
were  artists  and  photographers  of  uncommon  perception,  possessed  of  the  penetrating  eye. 


The  American  Scene 


Such  men  as  J.C.H.  Grabill  and  William  Henry  Jackson  belong  on  the  roster  of  talented 
American   photographers,  along    with   Mathew  B.  Brady  and  others  as  widely  known. 

From  the  Library's  large  collection  of  Arnold  Genthe  photographs,  two  of  his  views 
of  the  San  Francisco  fire  and  earthquake  are  reproduced,  along  with  one  from  J.B.  Moller's 
outstanding  eight-scene  panorama  of  the  city  after  the  flames  had  subsided. 

Another  aspect  of  American  life  is  depicted  in  a  lithograph  of  a  steel  mill  by  Joseph 
Pennell,  a  major  printmaker  of  the  early  20th  century.  The  print  is  from  the  nearly  com- 
plete collection  of  his  works,  dealing  with,  among  other  subjects,  aspects  of  industry  and 
labor,  which  he  and  his  wife,  Elizabeth  Robins  Pennell,  gave  to  the  Library  of  Congress. 

A  major  source  for  the  study  of  the  American  scene,  and  for  many  of  the  previous 
sections  as  well,  is  the  Cabinet  of  American  Illustration,  which  includes  more  than  6,000 
drawings  by  such  illustrators  and  cartoonists  as  Edwin  Austin  Abbey,  Daniel  C.  Beard,  Clif- 
ford K.  Berryman,  Felix  Octavius  Carr  Darley,  Arthur  Burdett  Frost,  John  Held,  Jr.,  Fred- 
erick Coffay  Yohn,  Rollin  Kirby,  Thomas  Nast,  Edward  Penfield,  and  William  Allen  Rogers. 
Represented  by  a  Charles  Dana  Gibson  drawing,  this  collection  continues  to  grow  with 
additions  from  other  artists,  including  a  number  who  have  contributed  to  the  New  Yorker. 
The  Cabinet  covers  the  period  from  the  mid- 19th  century  to  the  present  and  offers  a  wide 
variety  of  pictorial  statements  on  tastes  and  attitudes. 

The  commercial  art  of  the  19th  century  provides  another  rich  source  for  the  study  of  the 
American  past.  Advertisements,  tobacco  labels,  fashion  plates,  and  music  covers  not  only 
are  fascinating  in  themselves  as  insights  into  commercial  history  but  often  present  a  number 
of  other  facets  or  periods  of  life  in  America  as  well.  The  F.  Mahan  fashion  plate  of  1854, 
for  instance,  shows  several  pieces  of  furniture  and  other  room  decor,  the  Masonic  Temple 
in  Philadelphia,  and  a  portrait  of  Mahan  himself,  in  addition  to  clothing  styles  for  various 
ages.  The  tobacco  label  for  Harris.  Beebe  &  Company's  Choice  Honey  Dew  Tobacco  is  of 
interest  not  only  for  the  study  of  tobacco  advertising  in  America,  but  also  for  the  view  it  gives 
of  fashions  and  recreational  activities  of  young  ladies.  The  music  cover  for  "The  New  Cos- 
tume Polka"  suggests  the  impact  the  new  style  had  on  the  American  scene  beginning  in  the 
early  1850's.  It  also  depicts  a  Philadelphia  music  store  in  the  background. 
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Novum  Amsterodamlm.  Etching  from  Arnoldus 
Montanus,  De  Nieuwe  en  Onbekendc  Wcereld: 
of  Beschrijving  van  America,  1671. 

LC-USZ62-2287 

This  plate  may  have  been  an  adaptation  of 
a  wash  drawing  of  1642  or  1643,  which  is  part 
of  the  Phelps  Stokes  Collection  in  the  New  York 
Public  Library  and  is  reproduced  in  I.  N.  Phelps 
Stokes   and    Daniel    C.    Haskell's    American    His- 


torical Prints,  V:arh  VitU/i  of  American  Cilia. 
Etc.  (  1932).  Comparison  of  the  two  views  shows 
many  similarities,  including  the  detail  of  the 
church  belfry,  which  was  probably  just  completed 
shortly  before  the  earlier  drawing  was  made.  The 
general  designs  of  the  drawings,  down  to  the 
decorative  banner  bearing  "Novum  Amstero- 
damum"  at  the  top,  are  similar,  though  the  banner 
design  in  the  later  drawing  is  larger  and  more 
detailed. 


Mu   drawing  fol  tins  plate  may  possibly  have 
been  made  b)    Augustine  Herman,  and  be  the 

same  one  mentioned  by  Peter  Sfuyvcsan'  in  a 
letter  in  1660.  The  plate  also  appeats  in  John 
Ogilhys   Amtrica    />'    ■ 

w  '  rid  I  1671  I 
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/W//..-/W  huR  Cam/tif/l  A'ffATJ 
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SMCONB  S7HEMT,  \erthfr>m.  Var/w  SJ  $.  CHRIST  CHURCH* 

j*7//i.A/)j:/j>ir/A . 
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Second  Street,  North  from  Market  Street, 
with  Christ  Church.  Philadelphia.  Engraving 
by  William  Birch  &  Son  for  Birch's  Philadelphia 
Vtews.   1800.  LC-USZ62-3241 

Published  separately  by  R.  Campbell  &  Co. 
in  1799,  this  view  was  included  in  William  Rus- 
sell Birch's  The  City  of  Philadelphia,  in  the  State 
of  Pennsylvania,  North  America,  as  it  Appeared 
in  the  Year  1800.  A  few  years  earlier  he  had  come 
to  Philadelphia  from  England,  where  he  had  be- 
come celebrated  as  a  painter  of  miniatures  on 
enamel,  then  a  popular  art  in  the  mother  country. 
He  signed  himself  on  some  of  his  Philadelphia 
engravings  as  "W.  Birch  Enamel  Painter ". 

Shown  is  plate  no.  15  in  the  collation  of  the 
first  edition,   1800. 
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View  of  the  New  York  Quarantine,  Staten 
Island.  Color  aquatint  restrike  by  William 
James  Bennett.  ©1833.  LC-USZ62-22014 

Although  the  title  gives  prominence  to  the 
quarantine  buildings  on  Staten  Island,  the  view 
is  of  greater  importance  for  the  variety  of  ship- 
ping in  the  harbor. 


'ii>  i  i  ir  r»i 


During  the  1 S  30  s  William  James  Bennett 
produced  what  is  considered  to  be  the  finest  col- 
lection of  folio  views  of  American  cities  and 
communities  in  existence.  Included  are  Boston, 
Troy,  N.  Y.  Richmond.  ViL,  Mobile.  Ala.,  New 
Orleans,  Baltimore,  Charleston,  S.C.,  West  Point. 
N.  Y ,  and  Washington,  D.  C  An  \H^  announce- 
ment  of    the    publisher.    Lewis    I'     (lover,   offered 


prints  ol   the  original  edition  at   $»   and   $ 

Their  value  has  increased  mon   than  a  hui 

fold. 

A   restrike   is  .i   print   taken   from   .i   pl.ir 
w(Mxlbl(Kk  or  stone  i    well  after  the   original  work 

was  first  created 
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WABAUNSEE,  A  POTTAWATOMIE  CHIEF. 
Lithograph  (hand-colored)  printed  by  John  T. 
Bowen  for  Thomas  L.  McKenney  &  James  Hall, 
History  of  the  Indian  Tribes  of  North  America, 
Vol.  2.  ©1842.  LC-USZ62-20461 

The  volumes  contain  "Biographical  Sketches 
and  Anecdotes  of  the  Principal  Chiefs  Embellished 
With  One  Hundred  Twenty  Portraits  from  the 
Indian  Gallery  of  the  Department  of  War,  at 
Washington."  Thomas  L.  McKenney  was  "late 
of  the  Indian  Department,  Washington."  Prints 
that  were  "Drawn  Printed  &  Coloured  at  J.  T. 
Bowen's  Lithographic  Establishment"  in  Phila- 
delphia appear  in  all  three  volumes  of  the  set. 

Wa-Baun-See  was  "...  a  warrior  of  uncom- 
mon daring  and  enterprise,  and  a  chief  of  great 
intelligence  and  influence."  He  was  "principal 
war  chief"  of  the  Pottawatomies  of  the  Prairie, 
"residing  on  the  Kankakee  River,  in  Illinois  .  .  . 

"In  the  War  of  1812  this  chief  and  his  tribe 
were  among  the  allies  of  Great  Britain  and  were 
engaged  in  active  hostilities  against  the  United 
States.  But  at  the  treaty  held  at  Greenville,  in 
1814,  he  was  one  of  those  who,  in  the  Indian 
phrase,  took  the  Seventeen  Fires  by  the  hand, 
and  buried  the  tomahawk.  He  has  ever  since  been 
an  undeviating  friend  of  the  American  govern- 
ment and  people."   (McKenney  &  Hall) 
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FOR  THE  PIANO 


•  Philadelphia.  Lee  ft  Walker  162  Oomt  Sl  ■ 


«■  «•«■ 


102 

I  HI       \|\X       (OS  I  I    Ml       I'OI  KA       (  O.MI'OSl 

the    Piano    by    Mathias    KBLLB 

I.ydia    Bloombb.    Lithograph    by    P    S    Duval 

['  1851]  LC-USZ6.' 

The  dedication  apparently  is  in  error,  since 
Mr^  Amelia  fenla  Bloomer  is  credited  with 
popularizing  the  new   style 

Music    COven   became  .i   chronicle  of  changing 
fashions   and   customs,   cclenntu  robin* 

•  remen,   state   mihti 
warmed  with  coal  grates,  moonlit  mack  arl 

the   whole    panorama  ibout    which    the 

popular  songs  of  the  period  were  written  The 
publishers  of  popular  music  were  among  the 
principal  users  of  lithography  during  the  19th 
century,  because  of  the  appeal  that  attr 
illustrated  covers  had  for  their  products  It  has 
been  said  that  music-store  windows  and  counters 
became  "virtual  picture  galleries  of  life  in  Ameri- 
ca," and  with  rising  shect-n  a  these 
pictures  moved  more  and  more  into  the  American 
home  M  t  rs  .ire  DOI  as  widely  known  as 
more    Standard    pier. .r 

provide  remarkable  pictures  of  people.  p|.u< 
things   noi   available  clscw! 

This  music  cover  was  available   in  tn 
Plail  net 
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The  Newsboy.  Color  lithograph  by  William 
E.  Winner.  ©1853.  LC-USZ62-22042 

A  box  marked  "Eagle  City  Despatch"  is 
mounted  on  the  wall  at  the  side  of  the  door, 
and  the  word  "Public"  appears  on  a  paper  the  boy 
holds,  perhaps  to  avoid  localization  of  the  scene 
by  the  use  of  a  familiar  newspaper  of  a  major 
city.  This  would  have  disassociated  the  print  from 
any  of  the  major  cities  where  print  customers 
might  live. 
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Paris,  New  York  &  Philadelphia  Fashions 
for  Spring  and  Summer  1854.  Published  and 
Sold  by  F.  Mahan  .  .  .  Philadelphia.  Litho- 
graph by  Peter  S.  Duval  [1854]     LC-USZ62-2612 

In  addition  to  backgrounds  showing  the  mode 
of  the  time  in  interior  decorating,  fashion  ads 
were  often  set  against  a  view  of  a  new  or  im- 
portant building,  in  this  case  the  exterior  of  the 
"new"  Masonic  Temple  in  Philadelphia.  A  similar 
ad— for  the  Fall  and  Winter  season  of  1899-1900 
— was  set  against  the  Great  Hall  of  the  Library 
of  Congress. 
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I  HI      III  I      Ol      A     (IHIMAN       Tnr     Rl    INS  I  AM 

Up."  "Mam  Yam  Rope,'  Lithogtapfa  (band- 
colored)  by  Louis  Maurcr  Printed  by  Nathaniel 
burner     "1854.  LOUSZ62-3330 

Unlike  many  of   the    more  sentimental  prints 
bearing  the  name  of  Nathaniel  Currier  and 
Currier  &   Ives,   this  print   indicai 
39)   that  scenes  of  urban  activity  were  also  promi- 
nent in  their  production    Included  in  the  Library  I 
collection  of  about   i.OOO  Currier  >\  his  prints  an 
views  of  cities,  rural  scenes,  genre  sum 
and  Biblical  stories,  sporting  events,  and  portraits 
of    famous    people     The    firm    produced    some     JO 

prints  dealing  with  fires  and  firefighi 


THE    LIFE    OF   A    FIREMAN 
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Niagara  Falls.  Ambrotype  [ca.  1854] 

LOUSZ62- 10208 

The  ambrotype  differs  from  the  daguerreo- 
type in  that  the  image  is  made  on  a  glass  plate 
rather  than  on  a  highly  polished  metal  plate. 

Ambrotypes  and  daguerreotypes  were  often 
placed  in  gilt  frames  and  put  into  folding  cases, 
some  with  velvet  linings. 
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STAUNTON,      Va.      Lithograph      (hand-colored) 
printed  by  Waldemar  Rau  after  drawing  by  Ed- 


ward Beyer.  ©1857. 


LC-USZ62-15357 


Almost  photographic  in  its  detail,  this  print 
of  Staunton,  done  by  Beyer  is  one  of  many 
he  made  of  Virginia  scenes.  This  view  was  sepa- 
rately published  but  belongs  in  spirit  and  style 
with  the  40  color  plates  in  the  Album  nf  Virginia 
Illustrated  by  Ed.  Beyer,  published  in  1858.  All  of 
the  album  prints,  like  the  Staunton  view,  state  in 


the  lower  left  corner  that  they  were  made  from 
nature — the  Staunton  view  using  the  words 
Drawn  from  Nature  by  Ed.  Beyer,  others  in  the 
album  Taken  from  Nature  by  Ed.  Beyer.  This 
note  on  each  print  suggests,  .is  does  the  Photo 
from  Nature  on  the  Barnard  photograph  of  the 
Pinckncy  Mansion  in  Charleston,  S.C  '  in  the 
Architecture  section),  the  desire  of  the  artist  to 
inform  his  viewers  that  his  presentation  was  of 
direct-view  images,  as  he  had  seen  them,  not 
images  which  were  artists    creations. 


In    the    album    views    Meyer    showed    I 
range   of  nature  seenes,  including  rock  formations. 
Caves,    Canals,    and    tunnels,    and    the    broad 
of    resort    hotels   and   eommunities.   main    til 
81   mineral  and  other  springs,  and   including  Hot 
Springs   .md    White    Sulphur   Springs    The   latter 
spa  was  included  in  the  new  State  of  West  Vir- 
ginia   in    1863   but    at    the    time   of    Beyers   album 
w.is    in    Virginia     The    album    lithographs    were 

produced  in  Berlin  and  m  Dresden 
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Yosemite  Valley.   Photograph   by  Carleton   E. 
Watkins  [1861  >]  LC-USZ62-17947 

A  set  of  27  prints  of  Yosemite  in  the  division 
was  probably  taken  in  1861  when  Watkins  made 
his  first  photographic  trip  into  the  Yosemite 
valley,  using  a  huge  camera  of  his  own  construc- 
tion capable  of  taking  an  18"  x  22"  plate.  His 
photographs  of  the  Yosemite — called  in  his  day 
Yo  Semite — brought  him  international  fame. 
( Robert  Taft,  Photography  and  the  American 
Scene:  A  Social  Htstory,  1839-1889,  1938) 
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The  Climax  Mower.  The  Most  Complete 
and  Perfect  Mower  in  the  World.  Color 
lithograph  by  Louis  Maurer.  Printed  by  The 
Major  &  Knapp  Engraving,  Manufacturing  & 
Lithographic  Company   [ca.  1868] 

LC-USZ62- 14084 

Another  example  of  the  Library's  extensive 
collection  of  commercial  prints,  this  one  is  an 
advertisement  for  the  Corry  Machine  Co.,  of 
Corry,  Pennsylvania. 
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Home  Washing  Machine  &  Wringer.  Color 
lithograph.    ©1869.  LC-USZ62-2589 

Pictorial  records  of  products  for  home  use 
that  saved  both  time  and  labor  provide  a  major 
source  of  documentation  for  the  social  history  of 
earlier  periods.  The  Library's  extensive  files  of  ad- 
vertisements for  commercial  products  in  various 
periods  give  special  insights  into  both  technologi- 
cal developments  and  the  history  of  advertising. 


L.  -      **'<  **  Perfect  >»*  *■■•■■■ 
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H0MEWASH!NG 


DEP0Ta4  CORTLANDT  ST.. NEW  YORK 
DEPOT,    13    BARCLAY    ST.,    ItfEW    YORK 
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Carson  Desert,  Nevada.  Sand  Dunes.  Pho- 
tograph by  Timothy  H.  O'Sullivan  for  Clarence 
King,  Geological  Exploration  of  the  Fortieth  Paral- 
lel. [187-  ].  LC-USZ62- 17356 

The  King  survey  (1867)  was  one  of  the 
geological  explorations  made  in  the  Western  part 
of  the  United  States  in  the  late  1860's  and 
early  1870's  which  resulted  in  a  large  number 
of  photographs  of  areas  then  little  known  to  the 
rest  of  the  country.  O'Sullivan,  an  outstanding 
photographer  of  the  Civil  War  on  Brady's  staff, 
also  explored  the  Arizona  and  New  Mexico  Terri- 
tories with  Lt.  George  M.  Wheeler  in  1871-73. 
Photographs  O'Sullivan  made  are  represented  in 
the  collections  on  the  West,  among  them  one 
showing  his  small  boat,  containing  photographic 
equipment  and  a  portable  darkroom,  pulled  up 
in  a  cove  of  Black  Canyon,  on  the  Colorado 
River,  and  suggesting  that  logistical  lessons 
learned  under  Brady  during  the  war  were  proving 
valuable  under  other  difficult  conditions.  Also 
represented  in  the  collections  on  the  West  are 
photographs  made  by  William  Henry  Jackson 
for  the  Ferdinand  V.  Hayden  surveys  (U.S.  Ge- 
ological and  Geographical  Survey  of  the  Terri- 
tories), including  some  that  were  influential  in 
the  legislation  that  established  Yellowstone  as  the 
first  National   Park. 
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American  Scenery.  The  Inn  on  thi;  Road- 
mdi  Color  lithograph  by  E.  Sachse  &  Company. 
©1872.  LC-USZ62-8288 

Although  his  name  does  not  appear  on  this 
print  published  by  a  Baltimore  firm,  the  artist 
deserves  recognition  for  the  amount  of  detail 
the  print  provides,  e.g.,  houses  in  the  background, 
means  of  transportation,  and  individuals  in  various 
pursuits.  The  print  is  representative  of  many  19th- 
century  American  lithographs  which  show  scenes 
of  varied  interest  and  activity. 
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Payn's  Sure-Raising  Flour  Sold  Here.  Litho- 
graph by  Ferdinand  Mayer  &  Son.  ©1873. 

LC-USZ62- 12436 

The  falling  figures  show  the  openly  competi- 
tive advertising  practices  of  the  time:  instead  of 
"Brand  X",  etc.,  the  "inferior"  products  bear  such 
labels  as  "Hecker's  Self  Raising  Flour,"  "Jewell's 
Self  Leavening,"  and  "Hopkins'  Prepared  Flour." 
The  figure  standing  on  the  table  is  "Payn's  Sure- 
Raising  Flour." 
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CHOICE  HONEY  DEW  TOBACCO. 
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Harris,  Beebf.  &  Company's  Specimen  Brand 
Choice  Honey  Dew  Tobacco.  Color  lithograph 
by  The  Hatch  Lithographic  Company.  ©1874. 

LC-USZ62-4633 

This  print  was  entered  on  two  occasions  for 
copyright:  Oct.  8,  1868,  when  the  company  was 
Harris  &  Beebe,  and  April  14,  L874,  when  the 
name  of  the  firm  was  changed  to  Harris,  Beebe  >v 
Co  Only  the  overprinting  of  the  company  name 
was  changed. 

Dating  from  a  century  ago,  this  advertisement 
carried  a  cautionary  notice:  The  manufacturers 
of  this  tobacco  have  complied  with  all  the  re- 
quirements of  law.  Every  person  is  cautioned, 
under  the  penalty  of  law,  not  to  use  this  package 
for  tobacco  again.  Sec.  68  Act  of  July  20,  1868.' 

The  lithograph  has  the  added  interest  of  in- 
dicating tastes  in  dress  and  outdoor  sports  of 
young  ladies  of  the  social   setting  shown. 
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D.  Rosenberg  and  Sons  Standard  Carriage 
VARNISHES.  New  York.  Color  lithograph  by  The 
Graphic  Company.  ©1877.  LC-USZ62- 14019 

A  rich  source  for  the  study  of  19th-century 
America  is  the  Library's  extensive  collection  of 
advertising  ephemera  of  the  period.  Small  labels, 
window  posters,  and  barn-size  advertisements  not 
only  show  the  techniques  of  advertising  in  the 
United  States  but  provide  a  source  for  the  study 
of  many  aspects  of  the  social  history  of  the  tune. 

Use  of  carriages  identified  with  England. 
France,  Russia,  and  Spain  suggests  the  possibility 
of  export  by  this  firm  to  overseas  markets. 
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The  Great  East  Rtver  Suspension  Bridge. 
Connecting  the  Cities  of  New  York  and 
Brooklyn.  From  New  York  Looking  South- 
east. Parsons  &  Atwater  del.  Color  lithograph 
by  Currier  &  Ives.  ©1877.  LC-USZ62-420 

That  pictures  often  reveal  more  than  the 
central  subjects  being  illustrated  is  indicated 
by  this  lithograph  and  by  the  following  adver- 
tisement. The  Great  East  River  Suspension  Bridge, 
or  Brooklyn  Bridge,  was  begun  in  1867  and  was 
formally  opened  in  1883.  It  had  captured  the 
imagination  of  New  York,  and  Currier  &  Ives 
capitalized  on  this  interest.  Even  before  the  bridge 
was  completed  they  began  to  publish  prints  of 
it,  this  one  based  on  the  engineer's  drawings. 
Between  1872  and  1892,  the  firm  issued  19  sepa- 
rate prints  of  the  bridge,  nine  of  them  in  1883, 
the  year  of  completion. 

The  Empire  Sewing  Machine  Company  fea- 
tured the  bridge  in  its  advertisement  below  and 
thereby  equated  its  product  with  the  tremendous 
progress  which  had  been  made  in  the  United 
States:  hand  tailoring  was  being  largely  super- 
seded, the  train  would  soon  completely  replace 
the  stagecoach,  and  the  glorious  achievement  of 
the  Brooklyn  Bridge,  to  be  the  largest  suspension 
bridge  in  the  world,  was  taking  place. 

The  print  above  bears  the  names  of  many 
working  on  the  bridge,  from  John  E.  Roebling, 
designer,  and  Washington  S.  Roebling,  chief  en- 
gineer, to  the  superintendent  of  masonry,  general 
foreman  of  laborers,  et  al.  The  estimated  total 
cost  of  SI 2  million  also  appears,  as  well  as  the 
fact  that  the  bridge  was  85  feet  wide,  "with  tracks 
for  steam  cars,  roadway  for  carriages,  and  walks 
for  foot  passengers.  .  .   ." 
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Empire  Sewing  Machine  Company,  New 
York.  Color  lithograph  by  Henry  Seibert  & 
Brothers.  ©1870.  LC-USZ62-2598 

This  print  features  the  dimensions  of  the 
bridge  (  "Total  Length  from  Terminus  to  Ter- 
minus— 5,878  feet"),  as  well  as  some  glimpses  of 
sewing,  past  and  present.  The  suggestion  has  been 
made  that  the  threading  of  steel  cable  to  weave 
the  supporting  strength  for  the  suspension  bridge 
may  have  provided  further  consideration  in  the 
sewing  machine  company's  decision  to  seek  iden 
tification  with  the  new  bridge  through  its  ad 
vertising. 
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\iVk    York   and   BROOKLYN    Bkiix.i     Collotype 
by  the  Allxrtypc  Company    '  i  - 

LGUS2 

Not  only  >lid  the  prmtmaki  ts  \iew  the  < 

l.ist    Ri\ir   Suspension   Bridge   u    <   tin- 

their  art,  photographers  .il^>  s.uv  this  engineering 

fe.it   .is   ,i   subject    for   their   i.inur  I 

is  ,i  photomechanical  process  for  the  malm 
reprodut tions  "t  par 
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A  Disputed  Heat.  Claiming  a  Foul.  Color 
lithograph  by  Thomas  Worth.  Currier  &  Ives. 
©1878.  LC-USZ62-22052 

A  number  of  hands  were  frequently  involved 
in  the  making  and  issuing  of  a  print  such  as 
this  one.  An  extremely  busy  firm  such  as  Currier 
&  Ives  might  turn  to  another  for  the  printing,  at 
the  same  time  securing  the  copyright  for  itself. 
"Printed  by  Heppenheimer  &  Maurer"  appears,  as 
well  as  a  special  credit  to  one  of  these  partners, 
i.e.  "L.  Maurer,  lith."  It  is  entirely  possible  that, 
while  Thomas  Worth  drew  the  picture  on  stone, 
L.  Maurer's  credit  arose  from  supervising  the 
printing  for  his  firm. 

Nine  years  later,  in  1887,  the  same  print  was 
republished  by  Currier  &  Ives,  and  copyrighted 
by  them,  with  the  title  "A  Good  Race,  Well 
Won." 
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Photograph   by    George    Barker     |    [886 

\.(    1 

With  his  home  .md  headquarter!  at  th< 

Barker    came    to    national    attention    beCU 
his    photographs    of    the    falls,    rapids,    an.)    other 
scenes  from  many  vantage  pomrs,  sonic  dangCfOttl 
or  at   least  difficult. 
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Lawn  Tennis.  Color  lithograph  by  L.  Prang  & 
Company  after  drawing  by  Henry  Sandham,  1886. 
©1887.  LC-USZ62-1244 

Louis  Prang,  whose  firm  was  in  Boston,  had 
practiced  the  trade  of  his  father,  a  calico  printer, 
in  Breslau  until  he  left  Europe  for  the  United 
States  at  the  time  of  the  Revolution  of  1848.  In 
Boston  he  learned  wood  engraving  and  lithography 
and,  after  the  Civil  War,  began  printing  chromo- 
lithographs. He  also  began  to  issue  color  repro- 
ductions of  famous  paintings  and  is  credited 
with  introducing  the  Christmas  card  in  the  United 
States  during  the   1870's. 
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A  Vegetable  Stand  in  the  Mulberry 
Street  Bend,  New  York.  Photograph  by  Jacob 
August  Riis  [ca.  18901.  LC-USZ62- 11034 

As  a  young  police  reporter  for  the  New  York 
Tribune  and  later  the  New  York  Evening  Sun, 
Riis,  a  Danish  immigrant,  pioneered  in  using  the 
camera.  His  camera  and  pen  produced  memorable 
records  of  slum  conditions  in  Mulberry  Street 
Bend,  as  well  as  at  other  points  in  New  York 
City.  "Perhaps  nothing  in  all  his  victorious  career 
so  overjoyed  him  as  the  wiping  out  of  Mulberry 
Bend,  the  worst  tenement  block  in  the  city,  and 
the  building  in  its  place  of  Mulberry  Bend  Park 
and  his  own  Jacob  A.  Riis  Neighborhood  House." 
(Dictionary  of  American  Biography) 

Riis  was  not  reluctant  to  admit  that  learning 
the  art  of  photography  had  taken  him  through 
some  trying  times,  including  the  usual  process  of 
trial  and  error.  Photographs  were  reproduced  only 
from  drawings  based  on  the  photographs.  In 
an  article  by  Riis  entitled  "How  the  Other  Half 
Lives:  Studies  Among  the  Tenements"  (Scnb- 
ner's  Magazine,  December  1899),  19  drawings 
made  "after  the  author's  instantaneous  photo- 
graphs," according  to  an  editorial  note,  were  used 
as  illustrations  of  the  conditions  he  had  observed. 

Only  recently  has  the  photographic  quality 
of  Riis's  work  come  to  be  appreciated.  Citing  Riis 
as  "America's  first  journalist-photographer.  US. 
Camera  1948  presented  selections  from  a  set  of  his 
prints  ( on  "The  Battle  With  the  Slum" )  as  being 
"probably  the  first  as  well  as  one  of  the  greatest 
sets  of  documentary  pictures  produced  in  the  hun- 
dred plus  years  of  American  photo  history."  ( See 
also  article  by  J.  Riis  Owre,  a  grandson  and  edu- 
cator, in  The  American-Scandinavian  Review, 
March    1967.) 
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Villa  of  Brule.  The  Great  Hostile  Indian 
Camp  on  River  Brule  near  Pine  Ridge, 
South  Dakota.  Photograph  by  John  C.  H.  Gra- 
bill.  ©1891.  LC-USZ62- 19725 

A  photograph  or  print  can  portray  a  single, 
isolated  event  or  it  can,  as  in  this  example,  sug- 
gest the  flow  of  history.  The  disarmingly  peaceful 
scene  pictured  here  actually  lay  close,  in  both  time 
and  place,  to  a  succession  of  climactic  events, 
culminating  in  the  final  days  of  the  Sioux  as  a 
nation.  With  the  sturdy  survival  of  descendants — 
and  of  long-running  problems  the  American  In- 
dian has  faced  for  a  century  and  more — some  of 
the  history  suggested  by  this  photograph  has  come 
down  to  our  own  day. 

Grabill  left  some  of  the  finest  photographs 
of  various  phases  of  late  frontier  life  but,  by  pro- 
viding only  brief  captions,  also  left  problems  of 
identification.  The  significance  he  saw  in  the 
cryptic  "Villa  of  Brule"  title,  as  reproduced  above, 
has  not  been  ascertained  from  contemporary  ex- 
perts on  the  history  of  the  Sioux  tribes,  including 
the  Brules.  But  even  an  elliptical  or  obscure  cap- 
tion gives  something  of  the  viewpoint  of  the 
photographer  or  artist;  the  written  words  he  gives 
to  his  picture  are  part  of  the  visual  document  he 
creates. 

A  historian  of  the  Sioux  puts  this  "hostile" 
camp,  as  Grabill  labeled  it,  on  White  Clay  Creek, 
not  "River  Brule,"  and  the  date  a  few  days  after 
the  surrender  (on  January  15,  1891)  of  fugitive 
Oglalas  as  well  as  Brules.  Both  had  left  their  reser- 
vations at  Pine  Ridge  and  Rosebud,  respectively, 
several  weeks  earlier.  They  had  done  so  after  new 
tensions — including  the  killing  of  Sitting  Bull  and 
the  events  at  Wounded  Knee  within  the  month 
before  the  photograph  was  made — had  been 
added  to  standing  discontents  from  more  than  a 
decade  of  reservation  life  and  recently  reanimated 


by  the  new  hopes  held  out  by  the  Ghost  Dance 
movement.  Taking  their  tepees,  they  had  left 
cabin  life  on  the  reservations  to  seek  freedoms 
they  once  had  known  and  to  perform  the  new 
Ghost  Dance. 

Grabill  caught  the  scene  near  the  end  of 
their  abortive  exodus — showing  a  village  (or 
ville)  of  Brules  and  Oglalas,  probably  some  15 
miles  north  of  the  Pine  Ridge  Agency.  (The 
French,  had  translated  as  "Brule"  the  Indian  tribal 
name  of  Sicangu  or  Sichangxu  ("burnt  thighs"). 
The  camp  had  been  enlarged  by  some  who  did  not 
leave  their  reservations  until  after  the  news  of 
Wounded  Knee  (December  29,  1890).  Around 
the  time  of  the  photograph  there  were  an  esti- 
mated 4,000  people,  including  800  to  1,000 
warriors,  with  1,000  or  more  horses,  500  wagons, 
and  about  250  travois.  The  scene  stretched  some 
three  miles  on  both  sides  of  White  Clay  Creek. 
Although  placed  in  January,  the  scene  shows  only 
a  few  traces  of  snow,  and  a  little  ice  on  the  creek, 
the  snow  and  ice  of  the  heavy  blizzard  that  fol- 
lowed Wounded  Knee  having  largely  disappeared. 

Wounded  Knee,  to  the  south  and  east  of  the 
area  shown,  was  the  dominating  fact  that  led  the 
occupants  of  the  camp  back  to  the  reservations. 
But  this  was  not  all.  For  some  time  Major 
General  Nelson  A.  Miles  had  been  conducting  a 
successful  encircling  operation — gradually  re- 
ducing the  off-reservation  area  of  these  tribes — 
a  success  formally  recognized  by  the  surrender. 
This  event  ended  a  historic  month — from  mid- 
December  to  mid-January  1890-91 — as  writers 
have  recorded. 

"Before  Wounded   Knee,  despite  more  than 


ten  years  of  reservation  life  .  . .  they  still  harbored 
illusions  that  the  day  of  liberation  would  come  .  .  . 
Indeed,  this  was  the  meaning  behind  the  Ghost 
Dance  movement  that  culminated  in  Wounded 
Knee."  (Robert  M.  Utley,  The  Last  Days  of  the 
Sioux  Nation,   1963) 

At  Wounded  Knee  had  come  to  an  end  "all 
the  long  and  tragic  years  of  Indian  resistance  on 
the  Western  plains."  (Martin  B.  Schmitt  and  Dee 
Brown,  Fighting  Indians  of  the  West,  1948). 
Mr.  Brown  is  also  the  author  of  Bury  My  Heart 
at  Wounded  Knee:  An  Indian  History  of  the 
American  West,  1971. 

This  flow  of  history — both  before  and  after 
this  photograph — sweeps  into  the  record  a  num- 
ber of  related  individuals  and  events  and  including 
John  J.  Pershing,  then  a  cavalry  lieutenant  under 
General  Miles,  assisting  in  the  encirclement  of 
these  tribes,  and  shown  in  a  Grabill  group  photo; 
and  Colonel  William  F.  Cody  (Buffalo  Bill) 
shown  in  a  Grabill  photo  with  Sioux  Indians  at 
Pine  Ridge  Agency,  where  he  recruited  some  of 
the  leaders,  including  Ghost  Dance  Brules,  for  his 
Wild  West  Show. 
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Indian  Child  and  Puppy.  Photograph  by  John 
C.  H.  Grabill.  ©1891.  LC-USZ62-17355 

Grabill  had  printed  on  the  mounts  of  many 
of  his  photographs  of  Indians  and  other  Western 
life:  "Official  Photographer  of  the  Black  Hills  & 
F.P.  [Fort  Pierre]  R.R.  and  Home  Stake  Mining 
Co.  Studios:  Deadwood  and  Lead  City,  South 
Dakota." 

Also:  "A  Handsome  Reward  given  for  de- 
tection of  any  one  copying  one  of  my  Photo- 
graphic  Views." 
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A  New  Orleans  Milk  Cart.  Photograph  by 
the  Detroit  Photographic  Company.  ©1903. 

LC-D4- 16349 


The  company,  known  later  as  the  Detroit 
Publishing  Co.,  became  one  of  the  largest  and 
most  active  general  publishers  of  photographs  in 
the  country.  Other  examples  of  its  work  will  be 
found  in  this  section  and  in  the  sections  on 
Architecture  in  the  United  States  and  on  Trans- 
portation. 
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(    HI  MISTKY    LABOBATOKY,     I  I   SKI  f.I  I      INSIIII    II 

Photograph  by  Franca  Benjamia  Johnston    1903 
,,r  1906  if  -J694-161 

The    thoroughness   with   which   Prano 

jamin  Johnston's  camera  documented  a  WfiCW 
of  scenes  of  America,  over  I  long  period  |  | 
is  luggested  ill  this  view  of  students  in  a  chemis- 
try laboratory  St  Tuskegec  Institute  (then  Tuskc- 
gee  Norma]  and  Industrial  Institute)  Already 
launched  by  the  early  1890\  on  her  prof, 
career,  which  was  to  continue  for  more  than 
half  I  century,  she  visited  Tuskegee  to  record 
the  growth  in  physical  facilities  in  the  two  decades 
Una  its  founding  and  the  new  construction 
i  some  by  students)  then  under  way.  as  well  as 
curriculum-related  views  of  students  in  classrooms. 
laboratories,  Outdoor  study  groups,  and  on  field 
trips 

Her  coverage  of  other  educational  institu- 
tions included  Hampton  Institute,  Washington 
I>  <  Public  Schools,  and  the  Art  Students  League 
'-t  Washington,  and.  among  industrial  subjects, 
COal  mining  in  Pennsylvania  and  a  shoe  factory 
in  Lynn,  Mass  The  breadth  of  the  photographic 
record    she    left    is    indicated    b\    other    references 

m  this  book    (See  Introduction;    inrn 

"Architecture  in  the  I  'nircd  Stares,     and  No    loO  | 
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San  Francisco  Ruins  After  the  Fire,  April 
18th  and  19th,  1906.  View  from  Fairmont 
Hotel.  Scene  from  panoramic  photograph  by 
Johannes  B.  Moller.  ©1906.        LC-USZ62-22066 

Mollers  series  of  eight  photographs  created 
a  panorama  of  the  city's  disaster.  Panoramic 
photography  was  popular  in  the  late  19th  and 
early  20th  centuries  and  Moller's  subject,  viewed 
from  the  hilltop  site  of  the  Fairmont  Hotel, 
provided  an  unusual  sweep  of  almost  unrelieved 
devastation. 
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San  Francisco  Earthqlaki    and  Fire.  Pho- 
tograph by  Arnold  Genthe.  1906. 

LC-USZ62- 17359 

San  Francisco  Earthqlaki    and  Iiki    Pho- 
tograph by  Arnold  Genthe.   1906. 

LC-USZ62-17358 

A  San  Francisco  photographer  at  the  turn  of 
the  century.  Genthe  had  come  to  the  United 
States  in  1895  from  Germany,  trained  as  .i  classical 
scholar.  He  was  already  achieving  distinction  for 
his  photographic  portraits  and  artistic  studies  and 
was  "on  location"  when  the  earthquake  and  fire 
brought  disaster  to  the  city  in    1906 

Many  of  his  photographs  reflect   his  concern 


with  studies  of  individuals,  as  in  the  group  in  the 
foreground  watching  from   the  hillside  the  course 

of  the  fire  in  the  city  below  and  with  studies  ol 

the  shapes  left  hy   the  earthquake,   such   as  a   row 

of  houses  set  askew   He  created  what  is  generall) 
considered    the    most    outstanding    photographic 

record   of   the   disaster.    The   reproductions    shown 
are    from    photographs    in    (rcnthes   own    | 

album.  The  original  negatives  arc  at  the  San  Fran 
cisco  Palace  of  the  I  egion  of  Honot 
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Westminster  Street,  Providence,  Rhode 
Island.  Photograph  copyrighted  by  the  Detroit 
Publishing  Company.   1906.  LC-D4-19690 

The  concentration  of  the  photographers  who 
worked  for  the  Detroit  Publishing  Co.  on  general 
city  views,  which  included  the  daily  activities 
of  people,  greatly  enriches  the  records  of  the 
American  urban  scene  in  the  early  20th  century. 
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Litti.i  Orphan  Annh  iJh<K.)graph  by  Lewii 
Wickes  Huu    1909  >f  USZ62-22016 

A  trained  sociologist  who  wed  the  (.amen 
to  throw  li^'ht  0(1  soci.il  conditions.  Hmc  made 
photographs  that  were  used  extensively — particu- 
larly in  the  early  years  of  the  century  to  illustrate 
surveys  and  reports  They  have  a  continuing 
usefulness  today  to  sociologists,  writers,  publishers, 
and     others     interesred     in     the     story     he     told 

Little    Orphan    Annie     -an      almshouse     I 
appeared   in   volume  ">    (1914)    of  the  six-volume 

Pittsburgh   Surrey ,   edited    by    Paul    Underwood 

Kellogg    of    Survey    Associates,    Inc  .    ami    I 
in   lar^e  part  and  Copyrighted  by    the  Russ( 

Foundation, 

In    1911    Hinc   was  appointed   staft    ph«>: 
pher  tor  the  National  Child  Labor  Commr 
investigate  child  labor  conditions  in  the  United 

States  After  visiting  cities  and  towns  in  the 
Northeast  and  farmlands  m  the  South,  he  returned 
with  a  series  of  photographs  that  were  instru- 
mental in  the  passing  of  a  protective  child  labor 
law     Children    at    work    ifl    >;lass    factories,    mills. 

canneries,  coal  mines,  at  home  in  the  tenements, 

and  on  the  streets  as  messengers  and  paper  boys 
are  among  the  sublets  of  the  approximately  \fKK) 
photographs  in  this  collection,  some  of  which  arc 
accompanied  by  original  glass-plate  negath 
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The  Sweetest  Story  Ever  Told.  Pencil,  pen- 
and-ink  drawing  by  Charles  Dana  Gibson.  1910. 
Reproduced  in  Collier's  Weekly,  August  13,  1910. 

LC-USZ62-8637 

Gibson  was  the  creator  of  "The  Gibson  Girl," 
a  popular  feminine  representation  of  the  time, 
and  also  a  political  cartoonist  for  the  old  Life 
magazine. 
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Boys  Pi<  king  Slati  m  a  Gheai  (  oal  Bibak 

i  R,    Amiihai  m     Mim  5     Pi  NN8Y1  I 

wood.  ©1913  IX  -US2 

Although  the  technology  of  the  early  1900's 
enabled   photographers   to  mtan- 

taneously,  many  photograpben  posed  their  sub- 

]ects  in  work  or  other  \n  examina- 

tion   of    the   original    photograph   clearly    si 
slight  blur  of  one  of  the  heads  at  the  left  of  the 

picture,   an   indication   thai    in   this   picrurc   the 

boys   had    assumed    fixed   positions,   and    w<  • 
activel)    engaged    in    the    work    indicated    by    the 

title 
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Blast  Furnaces,  South  Chicago.  Lithograph 
by  Joseph  Pennell.  1916.  [Although  Louis  A. 
Wuerth's  Catalogue  of  the  Lithographs  of  Joseph 
Pennell,  1931,  locates  the  furnaces  in  Gary.  In- 
diana, a  handwritten  note  on  the  print  itself  places 
the  scene  in  South  Chicago.]       LC-USZ62-22025 

Between  1877  and  1922  Joseph  Pennell  pro- 
duced 621  lithographs,  many  of  them  focusing  on 
the  industrial  scene  in  the  United  States  and 
Europe.  In  the  introduction  to  the  Wuerth  book. 
Elizabeth  Robins  Pennell,  the  artist's  wife,  wrote: 
"In  his  own  state  of  Pennsylvania,  the  coal  break- 
ers of  Shenandoah  and  Wilkesbarre  were  for  him 
transformed  into  'Castles  of  Work.'  Chicago,  St. 
Louis.  Gary  were  as  inspiring  in  one  way  as 
French  or  English  cathedral  towns  in  another." 
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Di  Mi'si  i  Throi  '.h  mi   Ron  >ph  by 

Brown  IX   i  52 

Bellows  caught  th< 
September  I  i.  L92  V  ai  the  I 
York,  when  knocked  d 

the  ropes  in  the  hrsr  round  by  I  :>cmp 

turned  to  the  nnj;  to  win  by  a  knockout  in 
the   second    round    and    retain    his    I 
championship 
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BlLLlGE  TOURISTENREISEN  NACH   NORD-AMERI- 

ka.  Color  poster  by  Bernd  Steiner.  1928. 

LC-USZ62-22056 

Steiner  used  a  part  of  the  New  York  skyline 
to  attract  tourists  for  inexpensive  trips  to  North 
America.  One  of  the  high  buildings  bears  the 
name  of  the  shipping  and  passenger  line  "North 
German  Lloyd." 
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Farmer  and  Sons  Walking  in  the  Face  of  a 
Dust  Storm,  Cimarron  County,  Okla- 
homa. Photograph  by  Arthur  Rothstein  for  the 
Farm  Security  Administration.  1936. 

LC-USF34-4052 

The  approximately  75,000  photographs  (and 
their  original  negatives)  in  the  Farm  Security 
Administration-Office  of  War  Information  files 
were  transferred  to  the  Prints  and  Photographs 
Division  in  1944.  Notable  for  their  quality  as 
photographs,  they  provide  a  broad  sociological 
and  economic  survey  of  the  United  States  for 
the  years  1935  to  1945.  Agriculture,  industry, 
American  folkways,  educational  facilities,  urban 
life,  conservation  of  resources,  and  problems  of 
sharecroppers  are  some  of  the  subjects  covered 
in  this  very  important  collection. 


Besides  Rothstein,  three  others  in  the  remark- 
able group  of  photographers  who  produced  the 
collection,  under  the  directing  intelligence  of  Roy 
I  .  Stryker,  are  shown  next     Jack   Delano.  Marion 

Post  Wolcott  and  Gordon  Parks.  Other  photogra- 
phers represented  in  the  files  include  John  Collier, 
Sheldon  Dick,  Walker  Evans,  Dorothea  Langc, 
Russell  Lee,  Edwin  Locke,  Carl  Mydans,  Edwin 
Rosskam,  Ben  Shahn,  and  John  Vachon 

Rothstein  came  to  the  FSA  when  it  started, 
after  completing  his  studies  at  Columbia  Univer- 
sity, and  went  on  to  a  distinguished  career  in 
photojournalism,  teaching,  and  writing.  He  be- 
came technical  director  of  photography  for  Look 
magazine  after  the  Second  World  War  (when  he- 
was  in  Europe  and  the  China-Burma-India  areas  | 
and  served  as  director  of  photography  for  two 
years  before  Look  ceased  publication  in  1971.  In 
1972  he  presented  to  the  Library  of  Congress  his 
personal  collection,  which  complements  the  work 
of  his  early  career  already  in  the  FSA-OWI  col- 
lection. 

Dust  storms  and  the  "Dust  Bowl"  were  a 
national  concern  in  the  1930s,  with  John  Stein- 
beck's novel  The  Grapes  of  Wrath  adding  literary 
documentation  to  that  of  the  photographers  spon- 
sored by  FSA. 
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Polish  Tobacco  Farmers,  Windsor  Locks 
(Vicinity),  Connecticut.  Photograph  by  Jack 
Delano  for  the  Farm  Security  Administration. 
1940.  LC-USF34-41573 

Mr.  and  Mrs.  Andrew  Lyman  were  clients  of 
the  FSA.  Another  of  his  FSA  assignments  took 
Delano  to  Puerto  Rico,  where  he  documented  the 
economic  development  effort  directed  by  Rexford 
G.  Tugwell  ( who  had  encouraged  Stryker  to 
undertake  the  initial  FSA  photodocumentation 
project).    Delano  became   a   permanent   resident, 


and  was  named  first  director  of  the  educational 
radio  (and  later  television)  station  in  San  Juan. 
He  had  come  to  the  FSA  from  art  school  in  Phila- 
delphia. Today,  Delano  and  his  wife  write  and 
illustrate  children's  books,  returning  to  his  initial 
interest  in  painting  and  drawing. 
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Post  Office  During  Blizzard,  Aspen,  Colo- 
rado Photograph  by  Marion  Posr  Wolcott  for 
the  Farm  Security  Administration.  1941. 

LC-USF54-59417 

Although  Mrs.  Wolcott  subsequently  had 
less  of  a  public  career  than  some  of  the  others  of 
the  FSA-OWI  group,  she  had  established  herself 
not  only  as  a  photographer  of  unusual  ralent  but 
also  as  one  of  those  most  heavily  represented  in 
the  total  product  of  the  group. 
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Mhs  Mary  Machado.  PhotQgnpfa  by  Gordon 
Parka  for  Office  of  War  Information    lni^ 

LC-USW3-31659-C 

Gordon  I'.irks  w.is  ■  member  of  the  group 
of  outstanding   photographers   who   served    in    the 

photodocumentation  programs  conducted  by  the 
Office  of  War  Information  after  their  initiation 
by  the  US  Resettlement  Administration  and  the 
Farm  Security  Administration 

This  photograph  was  made  under  OWI 
auspices  in  Gloucester,  Mass.,  in  June  19-1^  and 
shows  a  97-year-old  grandmother  of  ll  men  in 
the  annul  forces  The  broad  range  of  subjects 
covered  by  Parks  in  the  FSA-OWI  project  in- 
cluded, besides  other  individual  portraits,  views 
of  the  fishing  industry  in  Gloucester  and  of  the 
Fulton  Fish  Market  in  New  York,  other  seaside 
locations  in  New  England  and  streets,  (  crura! 
Park,  and  other  aspects  of  New  York  City, 
Washington  housing  Mid  other  views. 

After  surviving  the  disadvantages  and  diffi- 
culties thai  beset  a  young  black  m  the  depression 
period    -working    in    the    Civilian    Conservation 

Corps  .\nd  as  a  dining  car  waiter,  piano  player 
backetball  player,  etc  — Parks'  roael  to  photography 

ran  through  the-  Southside  Art  (enter  in  Chicago 

and  .i  Julius  Rosenwald  fellowship,  culminating  in 

an  invitation  to  join  the  Farm  Security  Adminis- 


tration project,  as  ii  was  then  known,  in  l ' '  ■ 

a  dining  car  waiter  Ik  had 
a  portfolio  of  photographs  in  ii  thai  1  couldn't 

forget  across    two    pae,c  *    a 

picture   of  a  father  .\nd  two  sons  runt, 
shanty  in  a  dust  storm    [  No    !  J7]  the   pi 

taphers  all    worked    for    the    Farm    S 

Administration  I    took    it     [the    ma>- 

home-  and   kept  looking  at   those    photi  . 

the  names  of  the-  photographers  I 

On    later   getting   the   chance    to  £o   with    1 

Washington  he  wrote  Scrykcf  had  found  mc 

a    pl.u  i  •empor.inb      I    WOttl  ' 

find  a  house  and  send  for  my   tamilv   I 
I    was    on    the    mOVI        I  (  lOfdon    I'ark 
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Architecture 
in  the  United  States 


The  Library's  resources  on  American  architecture  comprise  many  collections,  includ- 
ing the  Historic  American  Buildings  Survey  (HABS)  and  the  Pictorial  Archives  of  Early 
American  Architecture  (PAEAA).  Among  the  treasures  in  the  Prints  and  Photographs  Di- 
vision is  the  collection  of  original  architectural  drawings  of  the  late  18th  and  early  19th 
centuries,  which  includes  drawings  by  William  Thornton,  Stephen  Hallet,  Charles  Bulfinch, 
Benjamin  Henry  Latrobe,  Alexander  Jackson  Davis,  and  Thomas  U.  Walter,  all  of  whom 
worked  on  the  public  buildings  of  Washington,  D.C.,  as  well  as  on  personal  projects  and 
designs. 

Other  unique  collections  include  the  work  of  Frances  Benjamin  Johnston,  the  first 
woman  professional  photographer,  who  was  an  influential  figure  early  in  the  architectural 
preservation  movement.  The  Library  collections  contain  her  photographs  of  the  Deep  South, 
systematically  recorded  in  the  1920's  and  1930's.  Similarly,  the  work  of  Robert  W.  Tebbs, 
an  architectural  photographer  of  the  1930's  and  1940's,  is  in  the  division's  custody. 

Supplemental  documentation  can  also  be  found  in  the  non-architectural  files,  particu- 
larly in  the  extensive  collection  of  18th-  and  19th-century  prints — engravings,  wood  engrav- 
ings, lithographs  of  factories,  churches,  houses,  schools,  state  capitols,  etc., — and  in  photo- 
graphs beginning  in  the  second  half  of  the  19th  century. 

The  Pictorial  Archives  of  Early  American  Architecture  was  established  in  1930  by  Dr. 
Leicester  B.  Holland,  Fellow  of  the  American  Institute  of  Architects  and  chief  of  the  Divi- 
sion of  Fine  Arts,  as  the  Prints  and  Photographs  Division  was  then  called.  The  purpose  was 
to  acquire  by  gift  or  bequest  collections  of  photographic  negatives,  drawings,  or  other  docu- 
ments on  American  architecture  from  individual  architects,  photographers,  and  preservation- 
ists who  no  longer  had  an  active  use  for  them.  With  the  aid  of  numerous  grants  from  the 
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Carnegie  Corporation  of  New  York,  some  10,000  negatives  were  acquired,  printed,  and  cata- 
loged for  reference  use. 

The  most  important  single  collection  on  American  architecture  in  the  Prints  and 
Photographs  Division  is  the  Historic  American  Buildings  Survey.  It  originated  in  1933  as  a 
10-week  unemployment  relief  program  for  a  thousand  architects  and  architectural  draftsmen, 
financed  by  the  Civil  Works  Administration  and  administered  by  the  National  Park  Service 
of  the  Department  of  the  Interior. 

The  project  of  recording — in  measured  drawings,  photographs,  and  data — our  vanishing 
American  architectural  treasures  was  so  valuable  that  it  has  been  continued  since  193  i  on  a 
permanent  basis  and  in  the  last  15  years  with  great  impetus.  HABS  has  been  a  coopera- 
tive activity  involving  the  National  Park  Service,  which  administers  the  program,  the  Ameri- 
can Institute  of  Architects,  which  provides  professional  counsel,  and  the  Library  of  Congress, 
which  receives  the  completed  records  and  makes  them  available  for  use. 

The  collection  is  continuously  growing  and  now  comprises  more  than  $0,000  sheets  of 
drawings,  40,000  photographs  and  10,000  pages  of  architectural  and  historical  data.  All  50 
states,  the  District  of  Columbia,  Puerto  Rico,  and  the  Virgin  Islands  are  represented  Mam 
of  the  dwellings,  churches,  public  buildings,  shops,  mills,  and  bridges  which  were  a  part  of 
America's  architectural  heritage  have  disappeared  (through  fire,  Hcxxl,  decay,  and  urban  re- 
newal ),  and  the  best  surviving  records  of  them  are  to  be  found  in  the  Survey. 

Both  HABS  and  PAEAA  have  shown  how  effectively  government  agencies  and  private 
organizations  and  individuals  can  work  together  in  the  interest  <>t  preserving  for  future  study 
and  other  use  important  records  of  the  history  of  architecture  in  the  United  States 
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vnw  of  i hi  i:ast  Front  of  the  President's 
Hoi  sf.  Showing  thf  Addition  of  thf  North 
&  Soith  Porticos.  Watercolor  by  Benjamin 
Henry  Latrobe.   1807.  LC-USZ62- W>8 

The  print  is  signed,  at  bottom  right,  B.H. 
Latrobe  1807.  S.P.B.  [Surveyor  of  Public  Build- 
ings  |   U.  States." 

The  south  portico  of  the  White  House  was 
completed  in   1824,  the  north  in   1829. 
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The  Capitol   [ca.    1846]    Daguerreotype  attri- 

buted  to  John  Plumbe,  Jr.  LC-USZ62-  46801 

The  earliest  known  photographic  image  of 
the  Capitol  was  added  to  the  division's  collections 
in  the  summer  of  1972,  one  of  six  daguerreotypes 
acquired  by  the  Library.  The  photo  shows  the 
dome  designed  by  Bulfinch  after  the  War  of  1 S I  > 
and  before  the  construction  of  the  present,  high 
cast  iron  dome. 

Daguerreotypes  have  uniqueness  because  the 
technique  does  not  permit  the  making  of  multiple 
prints.  It  is  a  direct  positive  technique,  without 
use  of  a  negative,  with  the  image  being  c reared 
directly  on  a  polished  metal  plate  and  viewed  by 
reflecting  light  off  the  shiny  silver  surface    Norm- 


ally,   the    mia^e-    of    a    daguerreotype    is    reversed, 

owing    to    the    absence    of    a    negative  positiv< 

process   i  sec  also  No.  72),  but  in  this  instance-  rhe 

photographer  evidently  used  a  reversing  prism  so 

the  building  appears  to  the  viewer  in  irs  correct 
orientation. 

The  picture   of  tin   (  apitol  was  reproduced 

by  Plumbe.  who  came  to  be  known  as  "the  Ameri- 
can Daguerre,"  in  a  lithographic  print  which  he- 
called  a  "Plumbeotype"  anel  published  around 
1846.  His  Washington  studio  was  part  of  a  nation- 
al chain  of  his  galleries.  Around  ISP  his  financial 
situation  deteriorated,  his  Washington  gallery  was 
sold,  anel  he  moved  to  San  Francisco  It  was  on  the 
WYsr  (  o.isr.  c-.irlv  in  1972,  that  the  discovery  of 
rhe  six  daguerreotypes  took  place-.  It  is  hoped  that 


further  res-arch  will  establish  more  about  Plumbc's 
e.ireer.    including    the    uses    he-    may    h.r. 

these-    daguerreotypes.    Thi  -If    is 

further  evidence  'hat  historic  and  other  ra- 
tions   to   the-    files   of    prints   and    phot    . 
still   take  place,  and   |  •.    illumin.r 

the-   past. 

The    other  -how    the    White 

before    tl 
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of  a.  BUILDING 


•propofed      to     bo   ejected    at 


RICH  M  OND  l,  VIRGIN  I A , 


to    contain 


A  THEATRE,,   ASSEMBLY-ROOMS,  AND  AN   HOTEL 


B.HlN:iV    1  .ATKOBI'.    Bo»e.tai., 
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Designs  of  a  Building  Proposed  to  be 
Erected  at  Richmond  in  Virginia,  to  Con- 
tain a  Theatre,  Assembly,  and  an  Hotel. 
Watercolors  by  Benjamin  Henry  Latrobe  Boneval. 
1797  and  1798. 

(1)  Title  page.  LC-USZ62-1220 

(2)  The  auditorium  as  seen  from  the  stage. 

LC-USZ62-1221 

(3)  The  ballroom.  LC-USZ62-1222 

Although  the  designs  were  never  executed, 
they  show  Latrobe's  extensive  knowledge  of  the 
theaters  of  England  and  the  Continent.  The  de- 
signs, he  noted  on  the  title  page,  were  "Begun 
Dec.  2d,  1797.  finished  Jan.  8th  1798."  The  need 
became  real  when  the  only  theater  in  Richmond 
burned  down.  But  the  building  proposed  was 
beyond  the  range  of  public  support  at  that  time. 

The  title  page  is  signed  "By  B.  Henry  Latrobe 
Boneval,"  the  last  an  ancestral  name  he  used  to 
indicate  his  French  derivation.  The  prop-room 
scene  includes,  as  he  wrote,  "A  groupe  of  theatrical 
apparatus,  being  almost  a  compleat  inventory  of 
the  properties  of  the  present  Theatre  at  Rich- 
mond," to  which  he  added  a  note  "burnt  in  the 
night  of  the  23d  of  January  1798." 


him     r>«:  •:'  •       *.,.,.,..!  («,:«* 
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Design  for  a  Church,  with  Overlay  Show- 
ing an  Alternative  Treatment  of  the  En- 
trance AND  TOWER.  Pen-and-ink  drawing  with 
wash  by  Charles  Bulfinch  [ca.  1821] 

LC-USZ62-17350 

Preliminary    front   elevations   drawn    for    the 
Unitarian  Church  which  was  built  in  1821-22  at 


6th  and  D  Streets,  N.E.,  Washington,  D.C.  In 
1838  Bulfinch  supervised  repairs.  After  the  Civil 
War  the  church  was  altered  by  the  addition  of 
buttresses  and  relocation  of  steps;  it  was  later  con- 
verted to  use  as  a  police  court  and  was  demolished 
in   1900. 

Bulfinch's  scale,  shown   at  the  bottom   right 
of  the  drawing  on  the  left,  is  "6  ft.  to  an  Inch." 
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A  View  of  the  Mansion  of  the  Late  Lord 
Timothy  Dexter  in  High  Street,  Newbury 
PORT,  1810.  Lithograph  (hand-colored)  by  John 
H.  Bufford  [184  -  ?] 

LC-USZ62-16402 

Creator  of  "a  splendid  Fortune,"  Dexter  was 
styled  a  "Lord"  by  his  friends.  The  caption  states: 
"The  Statues  or  rather  Images  have  no  pretensions 
to  correctness  of  Character  or  even  proportion  but 
are  Faithfully  delineated  in  order  to  convey  a  just 
representation  of  one  of  the  Whims  of  this  most 
truly  eccentric  Character  whose  many  singularities 
of  Conduct  and  Speculations  by  which  he  acquired 
from  the  smallest  beginnings  a  splendid  Fortune 
are  to  be  found  in  the  Account  of  his  Life  Written 
by  Samuel  L.  Knap,  Esq.  &  published  at  Newbury 
Port  .  .  ."  (A  Life  of  Timothy  Dexter  Embracing 
Sketches  of  the  Eccentric  Characters  That  Com- 
posed his  Associates,  by  Samuel  L.  Knapp,  pub- 
lished in  Boston  in  1838.  contains  this  view  of  the 
mansion  and  figures  but  without  the  overprinting 
of  names.) 

The  figures  principally  represent  military  and 
political  leaders,  including  General  Washington, 
King  George,  William  Pitt,  Lord  Nelson,  "J.  Jay.'' 
"N.  Buonaparte,"  Louis  XVI,  "J.  Adams,"  and  "T. 
Jefferson  President;"  also  "Corn  Planter,"  "Ma- 
ternal Affection,"  "Travelling  Preacher,"  and  "God- 
dess Liberty";  and  also  "I  am  the  greatest  Philo- 
sopher in  the  Western  World."  Executed  by  a 
local  carver  of  ships'  figureheads,  the  images  have 
been  scattered  in  the  course  of  time. 

John  P.  Marquand,  long  a  resident  of  New- 
buryport,  wrote  of  Dexter  in  Lord  Timoth)  Dex- 
ter of  Newburyport,  Mass.,  First  in  the  East,  First 
in  the  West,  and  the  Greatest  Philosopher  in  the 
Western  World  (1925),  and  in  Timothy  Dexter 
Rciisited  (  I960),  one  of  his  last  published  titles. 
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Viewing  Doner's  complex  character,  Marquand 
wrote-  of  him  in  the  second  book  as  "a  peculiar!) 
flamboyant  eccentric,"  but  also,  as  his  epitaph  laid, 
as  one  who  "gave  liberal  Donations  for  the  support 
of  the  Gospel"  and  "for  the  benefit  of  the  Poor 
And  for  other  benevolent  purposes." 


•  • 


■ 
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Front  View  of  the  New  York  Post  Office 
Martin  E.  Thompson,  Architect.  Litho- 
graph (hand-colored)  by  Endicott.  1845. 

LC-USZ62-16945 

The  Middle  Dutch  Church  on  Nassau  Street, 
built  in  1727-31,  was  leased  to  the  Government 
as  a  post  office  in  1844.  Increasing  commercial  de- 
velopment of  the  neighborhood  led  to  conversion 
of  the  building  in  spite  of  the  fact  of  a  prosperous 
congregation  at  this  location.  (I.  N.  Phelps 
Stokes,  Iconography  of  Manhattan  Island,  vol. 
3,  1918) 

Postmaster  Graham  sent  out  a  printed  in- 
vitation, dated  January  23,  1845,  for  the  opening 
of  the  post  office.  According  to  Stokes,  it  was  sur- 
mounted by  a  picture  of  the  old  church  and  litho- 
graphed by  Endicott.  The  print  shown  here,  which 
may  be  another  view  or  an  enlargement,  bears  the 
issue  date  February  1,  1845. 

When  the  lease  expired  in  1860,  the  Gov- 
ernment began  to  seek  a  new  site.  Since  the  Post 
Office  Department  was  limited  to  S200,000  for 
this  purpose,  and  the  Nassau  Street  site  was 
valued  at  S250,000,  merchants,  banks,  and  insur- 
ance companies,  which  did  not  want  the  Post 
Office  to  move,  subscribed  the  550,000  to  make 
up  the  additional  amount  required.  The  Govern- 
ment then  bought  the  property,  which  continued 
to  be  used  as  the  Post  Office  until  a  new  building 
was  completed   in    1875. 


:  W  32  ^lil*  23  W   ?0^«.  ?03Jf  3'J?TliS%. 
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The  print  shows  three  signs  for  "Box  Deliv- 
ery". There  were,  in  fact,  3,226  post  office  boxes 
in  the  building  when  it  opened.  "Such  an  impos- 
ing array  of  boxes  shows  at  once  the  vast  amount 
of  business  done  in  this  office,  especially  when 
we  take  into  consideration  that  there  are  nine- 
teen mail  letter  carriers,  who  deliver  their  letters 
two  or  three  times  a  day,  besides  twelve  persons 
employed  in  the  City  Despatch  letters."  {New 
York  Evening  Post,  January  17,  1845  ) 
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Bird's-Eyk  View  of  Trinity  Church,  Nnvc 
York;  Richard  Upjohn  Esq.,  Archt.  Litho- 
graph by  John  Forsyth  and  E.  W.  Mimee.  ©1847. 

LC-USZ62-425 

The  bird's-eye  view  was  drawn  by  Upjohn, 
the  architect,  to  show  the  third  and  present 
building,  begun  in  1841  and  consecrated  in  1846, 
.is  ic  appeared  in  1847.  The  view  shows  corner 
buildings  on  Wall  Street  and  Broadway,  and 
those  to  the  west  and  north  of  the  church,  as 
well  as  the  shores  of  New  Jersey.  (I.  N.  Phelps 
Stokes,  Iconography  of  Manhattan  Island,  vol. 
3,  1918)  Upjohn  was  a  leading  American  advo- 
cate of  the  Gothic   Revival   mode. 
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IRANISTAN,  AN  ORIENTAL  VlLLE  (NEAR  BRIDGE- 
PORT, Connecticut).  Lithograph  (hand-col- 
ored) by  Sarony  &  Major.  [Between  1847  and 
1854]  LC-USZ62-16947 

Iranistan  was  the  home  of  the  showman 
Phineas  T.  Barnum,  who  used  for  his  model  the 
pavilion  erected  by  George  IV  at  Brighton,  Eng- 
land. It  was  a  Saracenic  villa  (the  print  uses  the 
French  form  of  the  word)  designed  by  Leopold 
Eidlitz.  Barnum  invited  a  thousand  guests  to 
the  housewarming.  Among  attractions  aside  from 
the  architecture  was  an  elephant  which  he  kept 
there.  When  Jenny  Lind  required  Barnum  to  de- 
posit $187,000  in  a  London  Bank  as  a  guarantee 
of  the  contract  for  her  American  concert  tour, 
which  began  in  1850,  this  condition  forced  him 
to  mortgage  Iranistan  as  well  as  other  property. 
The  villa  burned  down  in  1858. 

The  print  lists  the  height  of  the  large  dome 
as  90  feet  and  the  length  of  the  front  as  124  feet. 
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NEW  York  City  Hall.  Photograph  by  William 
B.  Holmes   | ca.  I860]  LC-USZ62-22024 

Completed  in  1811  and  still  in  service,  New 
York  City  Hall  has  been  called  "undoubtedly  the 
most  important"  new  building  erected  in  New 
York  in  the  opening  years  of  the  last  century, 
and  "a  monument  to  the  taste  and  skill  of  its 
designers."  (I.  N.  Phelps  Stokes.  Iconography  of 
Manhattan  Island,  vol.  3.  1918) 


The  original  design,  accepted  in  1802  and 
reflecting  French  Renaissance  and  American  co- 
lonial influences,  was  the  work  of  Joseph  F.  Man- 
gin,  a  Frenchman,  and  his  partner,  John  McComb. 
The  following  year,  however,  Mangin's  role  was 
abated  when  a  curtailed  plan  was  approved  and 
McComb  was  appointed  architect  to  superintend 
the  construction.  No  mention  of  Mangin  in  con- 
nection with  the  building  was  made  in  the  corner- 
stone ceremonies  or  on  the  inscribed  foundation 


stone.  McComb  was  "in  sole  charge  of  the  design 
until  its  completion  in  1812.  .  .  .  The  French 
character  of  the  New  York  City  Hall  is  so  excep- 
tional |  among  McComb's  architectural  works  j 
that  it  is  probably  to  be  accounted  for  by  the  con- 
nection of  .  .  .  Mangin  with  its  original  design." 
(  Dictionary   of  American  Biography  ) 
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Runs  of  the  Pinckney  Mansion,  Charles- 
ton, S.C.  Photograph  by  George  N.  Barnard 
|1865?]  LC-USZ62-10256 

Sixty-one  photographs  appeared  in  1866  in 
Barnard's  famous  album  of  Photographic  Views  of 
Sherman's  Campaign.  The  prints  were  made  from 
negatives  taken  in  the  field  by  Barnard,  who  was 
official  photographer  of  the  Military  Division  of 
the  Mississippi. 

Under  this  print,  as  under  others  in  the 
album,  is  the  line:  "Photo  from  nature  by  G.  N. 
Barnard."  The  fact  that  the  photographer  con- 
sidered it  necessary  to  include  this  information 
indicates  the  relative  newness  of  direct-view  pho- 
tographs as  illustrations  in  books  in  this  country. 
The  1840s,  1850s,  and  1860's  saw  a  variety  of 
techniques  used  for  making  illustrations  and 
publishing  them  in  books  and  weekly  newspapers. 
They  were  not  always  accurately  labeled  in  the 
publication.  For  example,  a  weekly  newspaper 
might  show  woodcuts  labeled  as  "Photographed 
by  Brady"  or  as  "From  a  Photograph  by  Brady," 
or  as  "Sketched  by"  an  artist.  The  reproductions 
were  in  all  cases  made  from  photographs  or 
sketches.  Hence,  readers  by  the  1860's  were  un- 
certain of  what  they  were  seeing.  Barnard,  there- 
fore, made  clear  to  viewers  of  his  album  that  his 
illustrations  were,  in  fact,  "real-life  photographs." 
whether  as  portraits  of  individuals  or  as  scenes. 
To  replace  woodcuts,  the  principal  form  of  book 
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illustration,  by  photographs  in  direct  reproduction 
required  new  technology:  the  wet  collodion  process 
for  wet-plate  negatives.  They  made  possible  the 
production  of  multiple  copies  of  prints  that  could 
be  pasted  directly  into  books  as  illustrations.  The 
collodion  technique  was  developed  by  Frederick 
Scott  Archer  of  England  in  1851. 
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Masonic  Temple.  Color  lithograph  by  John  J. 
Wynkoop  [187  -  ?]  LC-USZ62- 16946 

In  Philadelphia  the  "new  Masonic  Temple, 
at  Broad  and  Filbert  Streets,"  was  dedicated  before 
a  large  gathering  in  1873.  It  was  designed  by 
James  H.  Windrim  as  a  display  of  historic  archi- 
tectural styles,  with  Oriental,  Ionic,  Norman, 
Egyptian,  and  other  halls. 
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Wason  Manufacturing  Company,  Spring- 
field, Massachusetts.  Watercolor  by  Charles 
R.  Parsons  &  Lyman  W.  Atwater  [1872?] 

LC-USZ62-38239 

This  preliminary  sketch  for  the  following 
Endicott  &  Company  lithograph  is  an  example  of 
the  extensive  collections  of  industrial  and  commer- 
cial architecture  in  the  division. 
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Wason  Manufacturing  Company  of 
Springfield,  Mass.  Railway  Car  Builders, 
Car  Wheels  and  General  Railway  Work. 
Works  at  Brightwood,  Five  Minutes  from 
Springfield  on  Conn.  River  R.  R.  Sketched 
and  on  stone  by  Parsons  &  Atwater.  Color  litho- 
graph printed  by  Endicott  &  Company  [1872?] 

LC-USZ62-38240 

The  lithograph  is  a  fairly  exact  copy  of  the 
original  drawing,  with  one  notable  exception: 
the  removal  of  the  car  from  the  conveyor  to  the 
right  of  center.  The  empty  conveyor  indicates 
more  clearly  that  it  was  used  to  carry  a  completed 
car  to  the  railroad  siding.  A  second  change  is 
in  the  company  name,  on  a  middle  foreground 
building,  from  "Wason  Car  Manufacturing  Co." 
(as  in  lower  right  of  print)  to  "Wason  Manf'g 
Co.  Railway  Car  Builders."  A  boat  has  also  been 
added  to  the  Connecticut  River  scene,  appearing 
near  the  smokestack. 
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"The  Breakers,"  Residence  of  Mrs.  Cor- 
nelius Vanderbilt,  Newport,  R.I.  Photograph 
copyrighted  by  the  Detroit  Photographic  Com- 
Pany-   I904-  LC-D4-16955 

Among  the  scenes  of  American  life  recorded 
by  the  Detroit  Photographic  Co.,  also  known  as 
the  Detroit  Publishing  Co.,  were  private  homes 
representing  late  19th-  and  early  20th-century 
affluence. 

The  Breakers  is  now  operated  by  the  Preser- 
vation Society  of  Newport  County. 
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Aqum  (  hi  h<  h.  Stai  poko  Coi  ••  n    Vn 
Photograph  by  Francis  Marion  ' 

I' A I  A  A     '.  -1-22 

In  the   I920's  Francis  Marion  Wigmon  ; 
cographed  many  of   the-  old   parish  chun 
Virginia,    recording    exteri  hurch- 

yards,    graveyards,    memorial    rahlcts,    comn 
plates,   et<    The   photograph   i  I  I  hurch, 

which    is   situated   between    Washington,    I)    ( 
and  Fredericksburg  Va.,  is  on 
Wigmore  gave  in  1937  to  tru   I 

rly  American  Architecture   (PAEAA). 

Aquia    Church    was    rebuilt    m    1" 
fire    had    destroyed    the    building    in    1751         I 
interior    preserves   the   Squaft    DCWS    -though    they 
are   cut   down  —  a   gallery    at    tin  with   a 

railing    and    columns    which    must     ! 
and  mi  old  three-decker  pulpit  which  has  all  the 
earmarks  of  being  tin   one    thai  9  there 

Aquia    is    a    cruciform    church    and    tr 
pland   near  the  southeast   re-entrant   angle  01  the 

the  chancel   occupying   thi    eastern 
I  Henrj   Irving  Brock 
1930) 


155 


157 

The     Lindens,     Danvers.     Massachusetts. 

Photographed  by  Arthur  C.  Haskell,  January  1934. 

HABS,  MASS.  5-Dav.  2-1 

Built  in  1754,  by  Robert  ("King")  Hooper, 
this  house  is  among  those  most  extensively  cov- 
ered in  the  Historic  American  Buildings  Survey 
(HABS) — with  22  photographs  and  29  measured 
drawings.  When  the  building  was  photographed 
it  was  on  Sylvan  Street,  in  Danvers.  It  is, 
however,  no  longer  in  New  England,  having 
been  taken  down  in  1934,  removed,  and  re- 
assembled in  1937  in  Washington,  D.  C,  by  a 
private  purchaser  who  still  occupies  it.  Scenic 
French  wallpaper  was  taken  down  before  the 
house  was  moved  and  then  restored  at  the  new 
location.  Piecemeal  selling  of  various  items  in 
the  house  had  begun  before  it  was  sold;  the  living- 
room  woodwork  was  acquired  for  the  William 
Rockhill  Nelson  Gallery  in  Kansas  City,  Mo.,  and 
other  removals  by  purchase  were  in  prospect  at 
the  time  of  the  sale.  The  entire  house  was 
thoroughly  documented  by  HABS  just  before  its 
dismantling  and  was  authentically  restored  and 
furnished  after  its  reassembly  in  Washington. 
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i  in   Lindens.  Plan  of  Grounds.  Pen-and-ink 

measured  drawing  by  Henry   |.  Murphy.   1934. 

HABS,  MASS.    5-Dav.   2, 
Sheet  no.  1   (Survey  2-33; 

The  garden  was  laid  out  about  1840. 
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Tin     Lindens.    Main    Entrance.    Pen-and-ink 

measured  drawing  by   Adalbert  B.   Sziklas.    1934. 

HABS,  MASS.  5-Dav.  2, 

Sheet  no.  6  (Survey  2-33) 

This  drawing  illustrates  the  extent  of  detail 
available  on  The  Lindens"  through  the  HABS 
Collection. 
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Cotton  Press,  Tarboro,  Edgecombe  County, 
North  Carolina.  Photograph  by  Frances  Benja- 
min Johnston.  1936.  LC-J7-NC-2365 

This  early  cotton  press,  which  was  removed 
to  Tarboro  from  the  nearby  Norfleet  Plantation, 
is  "a  lone  survivor  of  a  once  numerous  company." 
A  colossal  wooden  screw  filled  a  shaft  in  the 
center.  Driven  by  mule  power,  the  screw  rammed 
loose  cotton  into  wood  forms  to  produce  bales 
for  shipping.  A  picturesque  shed,  which  has  not 
been  preserved,  covered  the  press,  protecting  the 
timbering  as  well  as  the  cotton  stored  for  baling 
from  the  weather.  ( Frances  Benjamin  Johnston, 
The  Early  Architecture  of  North  Carolina:  A  Pic- 
torial Survey,  with  An  Architectural  History  by 
Thomas  Tileston  Waterman,  1941 ) 

This  photograph  is  from  an  extensive  collec- 
tion of  systematic,  documentary,  photographic 
records  of  social  and  cultural  aspects  of  Vir- 
ginia and  other  Southern  States  which  Miss 
Johnston's  camera  has  preserved.  Her  interest 
covered  other  fields  as  well,  leading,  for  example, 
to  an  extensive  series  of  photographs  of  all  phases 
of  activity  in  the  Washington  public'  schools. 
The  first  American  woman  commercial  pho- 
tographer, she  exhibited  her  work  at  the  Third 
International  Congress  of  Photography,  held  in 
Paris  in  1900,  where  she  was  the  only  woman 
delegate. 
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1 1  Pketre  Mansion,  New  Orleans,  Louise 
ana  Pen-and-ink  measured  drawing  by  Alvyk 
Boyd  Cruise.   1939. 

HABS,  LA.  36-Newor   IS, 
Sheet  no.  20  (Survey  La-53) 

As  the  Historic  American  Buildings  Survey 
(HABS)  notes,  this  tin  Leader  Head,  which  was 
painted  pale  blue,  may  have  been"  on  the  Lc- 
Pretre  Mansion,  a  residence  on  Dauphine  Street 
which  was  built  in  1836  by  Frederic  Roy  for 
Joseph  Coulon  Gardette. 
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The  Lively  Arts 


Pictorial  records  of  the  lively  arts — the  principal  forms,  old  and  new,  of  public  enter- 
tainment— share  in  special  degree  the  elusive  character  of  ephemeral  materials.  Though  the 
documents  are  often  fugitive,  the  arts  they  record  have  long  displayed  a  unique  capacity  to 
enlighten  and  enliven.  Usually  with  little  pretension  to  purpose  other  than  to  entertain,  they 
make  a  strong  claim  upon  us — largely  on  avocational  time  for  most  people — both  for  the  ex- 
perience of  seeing  and  hearing  and  for  that  of  participating  in  their  creation  as  well.  The 
collection  and  retention  of  items  related  to  these  popular  arts  is,  therefore,  essential  if  this 
significant  part  of  man's  past  is  to  be  understood. 

Fortunately,  a  broad  range  of  materials  on  this  varied  field  is  available  in  the  division. 
Visual  documents  of  the  theater,  tragic  and  comic,  professional  and  amateur — and  of  other 
lively  arts  including  music,  dance,  opera,  the  circus,  television,  sports,  pictorial  wit  and  hu- 
mor, and  the  motion  picture — appear  in  several  collections.  Thus,  the  celluloid  Mickey 
Mouse  shares  space  in  the  division  with  Arnold  Genthe's  portraits  of  the  ballerina  Anna 
Pavlova. 

Although  the  greater  portion  of  the  material  is  American,  a  number  of  important  groups 
of  pictures  relate  to  the  theater  in  foreign  countries,  among  them  a  collection  of  52  nine- 
teenth-century watercolors  of  French  theatrical  costumes,  the  prints  of  Jacques  Callot  and 
Wenceslaus  Hollar,  which  provide  additional  material  for  costume  study,  and  the  collection 
of  British  cartoons  with  their  satirical  comments  about  the  theater,  chiefly  of  the  late  18th  and 
early  19th  centuries. 

The  collection  of  approximately  2,500  stock  posters  from  the  1870's  through  the  early 
190()'s  is  virtually  unique.  Printed  by  such  outstanding  "paper"  suppliers  as  the  Strobridge 
Lithographing  Company,  Ferdinand  Mayer  &  Company,  W.  J.  Morgan  &  Company,  and 
Gibson  &  Company,  and  ranging  from  one  sheet  to  multiple  sheets,  they  create  an  absorbing 


album  of  the  American  theater,  including  the  minstrel  show  and  the  circus,  during  the  late 

Victorian  period. 

The  theater  in  America  during  the  earlier  part  of  the  19th  century  is  documented  bj 
prints  that  came  from  the  presses  of  the  lithographers  of  the  period  Currier  &  Ives. 
Thomas  &  Wylie,  and  Napoleon  Sarony,  among  others. 

Photographs  provide  unusual  resources  tor  the  study  of  the  theater,  especially  in  the 
United  States:  original  daguerreotypes  of  Jenny  Lind  and  Junius  Booth,  original  Mathew 
Brady  Studio  glass-plate  negatives  of  theatrical  personalities  of  the  middle  years  of  the 
19th  century,  and  the  extensive  collection  of  copyrighted  photographs  of  the  last  quarter  of 
the  19th  century  and  the  first  decades  of  the  20th.  The  fullest  photographic  coverage  of  any 
actress  or  actor  is  the  personal  collection  of  Minnie  Maddcrn  Fiske,  which  numbers  more 
than   2,000  prints. 

The  Prints  and  Photographs  Division  also  has  custody  of  the  motion  picture  collection. 
While  American  films  make  up  a  majority  of  the  titles,  a  large  number  of  German,  Italian, 
and  Japanese  films  of  the  1920s  to  I9l()'s  have  also  been  acquired  by  the  Library.  The 
collection  contains  more  than  50,000  separate  films,  most  of  which  were  deposited  at  the 
Library  for  copyright.  Over  8,000  of  the  titles  have  been  added  during  the  first  four  years 
(  1968-72)  of  an  agreement  between  the  American  Film  Institute,  a  national  center  tor  prog- 
ress in  film  art,  and  the  Library  of  Congress. 

Among  various  deposits  or  acquisitions  of  early  films  are  more  than  1,000  added  through 
the  purchase  of  the  George  Kleinc  Collection  in  1947,  and  through  such  gifts  as  the  Ernst 
Collection  of  early  comedies  and  animated  cartoons,  the  Allen  Collection  of  documentary  and 
entertainment  films,  the  Mary  Pickford  Collection,  and  the  Dunstan  Collection  of  William  S. 
Hart  films.  More  recent  acquisitions  by  gift  or  transfer  include  early  films  from  the  Hdison  La  ho 
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ratory  at  West  Orange,  N.J.,  and  the  Theodore  Roosevelt  film  collection  from  the  Roose- 
velt birthplace  in  New  York  City.  About  one-tenth  of  the  total  items  in  the  division's  files  is 
made  up  of  silent  films.  Of  more  recent  date  are  examples  of  educational  and  documentary 
television  which  were  donated  by  both  commercial  and  noncommercial  producers,  as  well  as 
film  videotape  recordings  which  were  deposited  for  copyright. 

A  number  of  American  artists  have  had  a  special  interest  in  the  entertainment  scene, 
among  them  William  J.  Glackens,  who  is  represented  in  both  this  section  and  in  "United 
States  History"  for  his  work  during  the  Spanish -American  War;  and  Reginald  Marsh,  whose 
etchings  of  burlesque  and  vaudeville  theaters  of  his  time,  evoke  a  part  of  a  pattern  of  life  for 
some  in  New  York  City,  a  pattern  which  had  a  special  fascination  for  him  and  holds  a  special 
place  in  his  work. 
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MrBRAlL\M  inthc  character o£ ORLANDO. 

1  o  \JrTHOs  DlBJ|lx{tlu- Author  of  1  be  CABINET*  }1  raa  1'RIN" 
is  inscrib'd  by  Kis   FRIEND  ice'  Drjhtos 

Dr«.vm,Etch'<M   Pok'   kyD  Crofa    march.  12 
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Mk    BRAHAM  in   rill    (  KARA4  iik  oi   Oki 
Etching      ( hand-colored  |      b)      I  tightOfl 

1802  if   US2 

Shown  .is  Prince  Orlando    ifl 
a  comic    open   fot  which   he  wrote  much  of  the 
music,  John   Br.ih.im   received   Mich   plaudits   in   a 
long  career  as    the  first  linger  of  thi 
grearesi  singer  in  Europe,"  and    an    m^-i 

singer      (Sir    Walter    S  tries    Lin  : 

rhat   in   his  quiet    moments   it    was   like     listening 

to  i   cultivated   gentleman    talk    intelligent 

you      Braham,  I   tenor,  sang 

Garden 
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J.    WlNANS    IN    THE    CHARACTER    OF    "JOE"    IN 

the  New  Play  of  New  York  as  It  Is.  Litho- 
graph (hand-colored)  by  James  Brown.  Printed 
and  published  by  E.  &  J.  Brown.  ©1848. 

LC-USZ62-15676 

"New  York  as  It  Is"  opened  at  the  Chatham 
with  a  familiar  character  Mose  ( "one  of  the 
B'hoys")  and  Joe  ("a  Catharine  Market  Loafer"), 
the  latter  part  "inimitably  played"  by  Winans 
(George  C.  D.  Odell,  Annals  of  the  New  York 
Stage,  vol.  5,  1931).  This  genre  had  a  vogue  at 
that  time  with  "A  Glance  at  New  York"  and 
"Mysteries  and  Miseries  of  New  York"  also  run- 
ning in  the  same  year  and  each  having  a  role  for 
the  character  of  Mose  who,  Odell  observes,  "must 
have  satisfied  something  in  the  broad  human 
sympathies  of  1848!"  While  not  as  ubiquitous  on 
the  New  York  stage,  the  character  of  "Joe"  was 
apparently  in  the  same  vein. 
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J.  WINANS    IN   THE    CHARACTER    OF  "JOE" 

i    i    ■  »7  XV. 
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Iinnv  Lind.  Daguerreotype  by  Mathe*  B  Brady 
[between  1850  and  1852]  LC-1  52 

The    daguerreotype    was    made    during    her 
triumphant  American  tour,  ih^o-*^,  which  began 

at   Castle   Garden    in    New    York    (  iry,    un  • 

sponsorship    of   the  great   showman   Phin 
Barnum.    The  Swedish  Nightingale'    w.is  <■ .. 
by    Barnum    CO   sin#   at    $  1  ,fKX)   a    ni^ht    for    IV) 
nights,   with  all  expenses  paid  by   the   irnpr 
It   was  an   unheard-of    fee 
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Five  Celebrated  Clowns  Attached  to  Sands, 
Nathan  Co.'s  Circus.  Colored  woodcut  by 
Joseph  Morse.  Printed  by  Morse,  M'Kenney  & 
Co.  ©1856.  LC-USZ62-14199 

This  immense  poster,  more  than  1 1  feet  in 
width,  was  printed  in  colored  inks  from  huge 
woodblocks  to  advertise  a  traveling  troupe  of 
circus  performers.  Probably  meant  to  be  posted 
on  the  side  of  a  barn,  the  poster  was  sent  in  ad- 
vance of  appearances,  so  that  the  time  and  place 
of  the  circus  could  be  added  locally.  This  is  the 
earliest  copyrighted  pictorial  poster  in  the  Library 
of  Congress,  having  been  deposited  (in  a  Federal 
District  Court,  as  the  law  then  required)  in  1856. 

American  circus  performers  were  popular  at 
the  time  in  England,  so  it  is  likely  that  this  poster 
— or  ones  like  it — attracted  the  French  artist, 
Jules  Cheret,  when  he  was  working  in  England. 
Inspired  by  the  flat  areas  of  color,  lively  outlines, 
and  simple  forms  of  the  bold  American  posters, 
Cheret  returned  to  France  in  the  1860's  and 
initiated  the  style  of  poster  design  that  culminated 
in  the  Art  Nouveau  movement  and  in  the  work 
of  Toulouse-Lautrec,  Pierre  Bonnard,  and  Alfonse 
Mucha  at  the  end  of  the  19th  century. 
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Mons.  Blondin's  Walk  Across  the  Cata- 
ract. Color  lithograph  by  Charles  Magnus  & 
Company   |  1859]  LC-USZ62-22021 

Jean  Francois  Gravelet  Blondin  of  France, 
better  known  as  Charles  Blondin,  crossed  Niagara 
Falls  several  times  in  1859  on  a  tight  rope  1,300 
feet  long  and  2  inches  in  diameter  He  performed 
the  feat  in  a  variety  of  ways:  blindfolded,  pushing 
a  wheelbarrow,  carrying  another  man. 

Blondin's  celebrated  exploits,  pictured  and 
reported,  reached  deeply  into  the  public  mind. 
Special  trains  and  grandstands  evidenced  the 
public  interest  in  his  performances.  Responding 
to  an  excited  delegation  of  clergymen,  troubled 
about  the  conduct  of  the  war,"  Lincoln  said  to 
them:  "Gentlemen,  suppose  all  the  property  you 
were  worth  was  in  gold,  and  you  had  put  it  in 
the  hands  of  Blondin  to  carry  across  the  Niagara 
River  on  a  rope,  would  you  shake  the  cable,  or 
keep  shouting  out  to  him,  Blondin  stand  up  a 
little  straightcr! — Blondin,  stoop  a  little  more — 
go  a  little  faster — lean  a  little  more  to  the  north 
— lean  a  little  more  to  the  south'?  .  .  .  (Carl 
Sandburg,  Abraham  Lincoln:  The  War  Yi\tr\.  vol. 
2,  19V)» 

The  famous  "Maid  of  the  Mist  is  shown  be- 
low the  figure  of  Blondin. 
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Edwin  Booth  as  Hamlet.  Chromolithograph 
by  Bencke  &  Scott.  ©1873.        LC-USZ62- 15683 

One  of  the  division's  most  frequent  requests 
today  is  f6r  information  about  an  "oil  painting 
in  my  collection,  which  was  entered  according  to 
Act  of  Congress  in  the  office  of  the  Librarian  of 
Congress."  The  copyright  statement,  itself,  how- 
ever, is  an  indication  that  the  work  in  question 
is  a  chromolithograph  and  not  an  original  oil 
painting.  During  the  1870's  and  1880's,  photo- 
mechanical color  reproductions  of  paintings,  like 
the  ones  which  can  be  purchased  today,  were  not 
being  published;  the  various  printing  methods  by 
which  these  reproductions  are  now  made  were 
still  to  be  developed.  Nevertheless,  pictures  for 
home  decoration  produced  by  other  printing 
processes  were  offered  to  the  public.  One  of  these 
was  chromolithography,  a  process  intended  to 
produce  a  print  to  resemble  an  oil  painting.  This 
process  attained  a  popularity  that  was  to  last 
until  the  development  of  the  more  sophisticated 
methods  of  color  reproduction.  To  gain  his  de- 
sired results,  the  chromolithographer  used  oil 
paints,  treated  the  paper  so  that  the  surface  would 
resemble  brush  strokes,  and  often  backed  the  print 
with  canvas  or  canvas-like  cloth  on  which  the 
phrase  "warranted  oil  colors"  was  occasionally 
stamped. 
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Calliope!  The  Wonderful  Operonicon  or 
Steam  Car  of  the  Muses.  Color  lithograph  by 
Gibson  &  Company.  ©1874.         LC-USZ62-1027 

Named  for  Calliope,  the  Muse  of  epic  poetry, 
this  instrument  of  steam  and  air  whistles  was 
activated  by  a  keyboard.  It  was  used  on  river- 
boats  and  in  carnivals  and  circuses,  often  being 
a  feature  of  "the  circus  parade." 
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C-A-I-iXjIOUPE  I    THE  WONDERFUL  : 

as  it  appcarh  in  Till:  oohoeous  »T»i:r.T  i-ac:i:nt  OF  tiii:  <;iii:at 


AS    IT    APPHAHH    IN   Til:    OOKOroill   ■  ■  ■  ■■  ■     i   "■.■■"  ■     ■■■  __  _    _.     a. 
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Theatrical  Wigs,  Beards,  &c.  Photolithograph 
by  the  Graphic  Company  [187-] 

LC-USZ62- 15682 

Advertisements  like  this  one  for  a  supplier 
of  theatrical  hairpieces  are  sources  of  exact  knowl- 
edge of  designs  for  the  theater  at  particular 
periods  of  its  history.  This  item  also  suggests 
some  of  the  diversity  of  hair  styles  advertised  for 
stage  use  a  century  ago. 
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Wbiiker  ind  Moustache. 


Mutton  Chop  Wlusker*. 


M.  SHINDHELM,  100  BOWERY,  IM.  Y. 
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Lewis  Morrison's  Magnificent  New  Faust. 
The  BROCKEN  Scene.  Color  lithograph  by  the 
Springer  Litho.  Company.  ©1889.    LC-USZ6-453 

When  Morrison  introduced  his  version  of 
Faust  at  the  Grand  Opera  House,  Brooklyn,  on 
April  1,  1889,  with  "a  capable  company,"  the 
New  York  Herald  also  reported  that  the  "weather 
interfered  with  the  electrical  effects,  but  the  spec- 
tacular features  were  well  received."  These  fea- 
tures included  "The  Brocken  Scene"  depicting 
the  legendary  Walpurgis  Night  on  The  Brocken, 
highest  peak  in  the  Harz  Mountains  of  Germany. 
At  his  death  in  1906  The  New  York  Time* 
(August  20)  reported  that  Morrison,  who  had 
appeared  with  Tommaso  Salvini,  Edwin  For- 
rest, Edwin  Booth,  and  Charlotte  Cushman,  "of 
late  years  .  .  .  has  been  best  known  for  his  char- 
acterization of  Mephistopheles  in  Faust'' 

Like  many  of  the  other  theatrical  posters  in 
this  book,  no  place  of  performance  is  printed  on 
this  advertisement;  such  "stock  posters"  could  be 
used  wherever  the  company  played,  with  the  local 
time  and  place  added  on  a  pasted  label. 


171 

Ole  Olson.  "Let  Me  See  Your  Tongue." 
Color  poster  designed  by  A.  M.  Willard.  Printed 
by  Shober  &  Carqueville.  ©1890. 

LC-USZ62-15354 

Archibald  M.  Willard  is  best  known  as  the 
artist  of  the  "Spirit  of  76." 

Swedish  dialect  was  a  part  of  Olson's  per- 
formances, on  New  York  and  other  stages,  in  the 
1890's.  Commenting  on  his  appearance  at  the 
Third  Avenue  Theatre  in  New  York,  George  C. 
D.  Odell  wrote:  "Ole  Olson  transported  us  to 
far-off  scenes,  at  least  with  his  dialect."  (Annals 
of  the  New  York  Stage,  vol.  5,  1931) 
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Edison   Kinbtosgoph    Record,  01    i  Snbbzi 
Photograph  by  W    K    I     I 

U   I 

Tin    earliest   identifiable  in.ucri.il   tuba 

picture,    in    the 

Prints  and   Photographs   D 

Kinetoscopit   record  ..f   i> 

Edison  employee,  and  ins  rlief  mater- 

i.ils    were    submitted    for    the  s.ime    purpose   but 

the  applications    were  not    fully   COfflpll  I 

nne   i..ise,   the   identity   of   the  submission    r 

unknown.   This   sequence   had  to  b<    ft 

still-prim   form   because   the   copyright    law    did 

•     motion 

Dickson  was  the  project 

in   development    of   the    Kn 

.1    skilled    photographer    who    made    some 

most    familiar    pictures    of    Edisoil    himsclt 

Sneeze'    was   filmed    at    tnt 

studio  m  West  Orangt    N  I 
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Sandow.  Photograph  by  B.  J.  Falk.  ©1895. 

LC-USZ62-22030 

Eugene  Sandow,  "The  Strong  Man  of 
Europe"  and  "The  Great  Sandow,"  an  early  leader 
in  promoting  physical  exercise  and  development, 
was  widely  publicized  by  Florenz  Ziegfeld  as  well 
as  by  his  own  extensive  appearances  and  writings. 
His  muscular  poses  made  him  one  of  the  more 
familiar  figures  of  his  time,  and,  in  a  sense,  a 
folk  character.  His  name  became  a  virtual  syno- 
nym for  physical  strength  and  a  symbol  of  the 
power  of  will  in  achieving  such  prowess. 
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Anna    Him. 
>00. 


Photograph 
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Miss  Held  is  shown  in  tin  the 

Fifth  Avenue  pi 
After  hearing  Anna  Held  i 
m  1890,  sin^m^  "Won't  you  Come  u 

ihow  business  legend  has  it.  I 
Ziegfeld  determined  she  could  n  i  fame 

on   th.  "is   tutelap 

in    Paris  and,  soniewh.it  Liter,  th.u  she  shouid  be- 
come Mrs    Ziegfeld    Both  event,  came  about,  and 

Anna    Held   came   t<>   syn 

American    era    including    the    fashionable    hour- 
glass figure,  which  was  both  emulated  and 
and   "milk    bath     publicity  red    in 

theatrical   roles,  some  of  which  v. 
be  forerunners  of  the  Ziegfeld   I  luly  9, 

lition   of   the    Follies   opened    in 
York    with    a    chorus    consisting 
Anna    Held   (  rirls 
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Primrose  &  Dockstader's  Great  American 
Minstrels.  Back  Again,  Lew  Dockstader, 
the  Man  Who  Makes  Millions  Laugh. 
Lithograph  by  H.  C.  Miner  Lithograph  Company. 
©1898  LC-USZ6-490 

".  .  .  He  made  more  Americans  laugh  than 
any  other  man  of  his  time.  His  going  brought  to 
a  close  a  definite  period  of  our  national  humor. 
The  old  school  of  minstrelsy  died  with  its  greatest 
minstrel."  (James  C.  Young,  The  New  York 
Times,  November  2,  1924)  With  George  Prim- 
rose, Dockstader  had  formed  "the  most  famous 
minstrel  combination  that  the  art  ever  knew." 

While  minstrelsy  survived  into  this  century 
as  a  popular  entertainment  form,  Dockstader  was 
considered  the  last  great  star  of  its  major  era  and 
Primrose  and  Dockstader  the  last  minstrels  to 
tour  the  large  cities.  In  this  lithograph  Dock- 
stader appears  in  the  apparel  that  had  become  a 
trademark  for  audiences  all  over  America — trick 
shoes,  oversized  trousers  and  coat,  and  tall  hat. 
Dockstader's  success  also  turned  in  part  on  his 
fondness  for  political  monologue,  giving  spice  to 
his  sketches,  and  on  imitation  and  caricature  of 
famous  persons,  including  President  Theodore 
Roosevelt,  in  gestures,  stride,  and  speech.  Always 
working  to  keep  his  material  up  to  date,  he  con- 
tinually sought  topical  and  personality  themes  and 
situations,  national  or  local,  as  occasion  suggested. 

"His  death,  as  truly  as  Garrick's,  diminished 
the  public  stock  of  harmless  pleasure."  (Dic- 
tionary of  American  Biography) 
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The  Human  Lizard  and  the  Human  Frog 
Pen-and-ink  drawing  by  William  J.  Glackens  in 
Scribner's  Magazine.  October  1899. 

LC-USZ62-17415 

Out  of  the  days  of  vaudeville,  this  is  one  of 
five  drawings  in  the  Library's  collection  from  a 
series  of  18  illustrations  by  Glackens  for  an  article- 
on  The  Vaudeville  Theatre,"  by  Edwin  Milton 
Royle. 

Reporting  on  backstage  news  and  inter- 
views, Royle  wrote  of  the  acrobatic  vaudeville 
performers  Glackens  shows  sharing  a  dressing 
room  with  another  performer  standing  at  the 
table.  The  two  were  "middle-aged,  bald-headed, 
bandy-legged  little  men"  who,  after  changing, 
became  "a  green-striped  bundle  of  assorted  legs 
and  arms" — the  Human  Lizard,  and  his  "partner 
in  the  Batrachian  business,"  the  Human  Frog. 
Both  were  "loosenin'up,"  one  explaining  "yer 
legs  git  stiff,  ye  know"  with  time. 

"And  the  striped  bundle  folded  in  and  out 
on  itself  and  tied  itself  in  bows,  ascots,  and  four- 
in-hands  until  every  joint  in  the  actor's  body  was 
cracking  in  sympathy. 

"Meanwhile  his  partner  was  standing  apart 
with  one  foot  touching  the  low  ceiling,  and  his 
hands  clutching  two  of  the  clothes-hooks.  .  . 

On  the  callboy's  signal  to  go  on  they  un- 
wound and,  getting  their  heads  and  tails  under 
their  arms,  glided  away  for  the  stage." 

"The  Vaudeville  Theatre,"  Royle  wrote,  is 
an  American  invention.  There  is  nothing  like  it 
anywhere  else  in  the  world.  ...  |  it  |  is  now  doing 
business  with  us  under  the  patronage  of  the  royal 
American  family.  .  .  .  Fourteen  years  ago  this  ma) 
have  been  a  dream  in  a  Yankee's  brain;  now  it  is  a 
part  of  us.  The  strictly  professional  world  has  been 


\y.c  ■ 


looking  lor  the  balloon  to  come  down,  tor  the  fad 
to  die  Out,  for  the  impossible  thing  to  stop,  bin 
year  by  year  these  theatres  increase  and  multiply, 

till   now  they  flourish  the  COuntT)    01 
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Interior  of  the  Conev  Island  (New  York; 
CLUB  HOUSE.  Phocograph  by  the  American 
Mutoscope  &  Biograph  Company.  ©1899. 

LC-USZ62-8207 

The  American  Mutoscope  &  Biograph  Com- 
pany's cameras  are  shown  in  readiness  to  photo- 
graph a  prizefight.  Such  fights  provided  the  foot- 
age for  some  of  the  first  movies  that  lasted  longer 
than  the  early  short  features,  which  often  ran  only 
50  feet  or  less. 

Late  in  1899,  for  example,  the  American 
Mutoscope  &  Biograph  Co.,  a  major  early  pro- 
ducer of  films  of  events  and  special  subjects, 
"shot"  motion  pictures  of  the  James  J.  Jeffries- 
Tom  Sharkey  fight  of  25  rounds  at  Coney  Island. 
While  the  company  was  also  organized  to  produce 
still  positives  that  could  be  mounted  on  flip-cards 
for  fast  sequential  individual  viewing  on  a  Muto- 
scope (which  gave  the  illusion  of  movement), 
it  soon  found  the  greater  opportunity  lay  in  pro- 
ducing film  for  projection  for  an  audience.  Aided 
by  the  high  public  interest  in  prizefighting,  the 
infant  motion  picture  industry  could  reach  out  to 
this  ready  market  for  feature-length  or  longer 
film.  Since  it  was  limited  in  the  number  of  scenes 
it  could  show,  the  Mutoscope  was  more  adaptable 
to  penny  arcades  and  peep  shows.  Nonetheless, 
the  device,  providing  newsreel  as  well  as  enter- 
tainment subjects,  spread  to  many  parts  of  the 
country,  and  may  still  be  seen  at  some  seaside  or 
other  resorts. 

While  still  in  an  early  stage,  the  technology 
of  film  was  already  at  hand  for  prizefight  demon- 
stration and  for  continuing  development.  W.  K.  L. 
Dickson,  a  photographic  specialist  of  marked 
accomplishment  who  had  been  project  supervisor 
for  Thomas  A.  Edison  in  creation  of  the  Kincto- 
scope,  was  closely  associated,  with  others,  in   the 


development  of  the  Biograph,  as  well  as  the 
Mutoscope.  processes. 

The  American  Mutoscope  &  Biograpl 
pany's  preparations  for  coverage  of  the  Jeffries- 

Sharkey  fight  foretold  the  rapid  ascendancy  of 
film.  William  A.  Brady,  later  the  Broadway 
theatrical  producer,  was  the  fight  impresario.  He- 
had  made  the  daring  proposal'  to  the  American 
Mutoscope  and  Biograph  Co.  of  ■  motion  picture 

of  the  fight,  to  be  held  indoors  at  the  Coney 
Island  Athletic  Club.  All  previous  efforts  at  mak- 
ing such  motion  pictures  under  lights  had  failed, 
however,  for  lack  of  sufficient  illumination.  Eut 
the  company  took  the  unprecedented  step  of 
massing  400  arc  lights  over  a  ring  slightly  reduced 
in  size. 

Using  some  seven  miles  of  negative,  the 
company  was  able  to  offer  more  than  a  mile 
(5,575  feet)  of  usable  film  to  the  trade.  "The 
ceiling  of  throbbing  electric  arcs  broiled  the 
fighters  in  the  ring  ....  Between  rounds  the 
seconds  held  umbrellas  over  the  corners  while 
attendants  fanned  and  ministered  to  the  fighters. 

The  electrical  connections  overhead,  loaded 
to  the  limit  with  current,  grew  so  hot  that  they 
threatened  to  burn  out.  Biograph  workmen  raided 
the  refrigerator  of  an  adjacent  saloon  and  applied 
ice  to  the  si/./lmg  plugging  boxes  and  switches 
.    .    .    ."     (Terry    Ramsa>c,    A    Million    and    Orn 

ts,   1926) 

Nonetheless,  the  demonstration  showed  that 
existing  technology  could  produce  such  films  and 
with  indoor  lighting.  A  sidelight  reported  by 
Ramsaye  indicates  the  pioneering  and,  in  the  eyes 
of  the  promoters,  the  piratical'  nature  of  the 
small  industry  at  that  time.  An  employee  of 
another  early  motion  picture  company  organized 
a  plot  tO  divide  camera  apparatus  among 
CO-COnSpiratOrs,  conceal  the  items  under  their  COatS, 


carry  them  into  the  arena  in  the  press  of  the 
crowd,  ami  shoot  unauthorized  pictures  from 
their  seats  Although  this  firm  rxxjkcd  a  print  to 
a  firm  of  vaudeville  producers  at  $2<X)  a  week  for 
a  time,  according  :  h,  through 

an    injunction    Brady    obtained,    finally    won    the 

held  for  us  authorized  film  fight  led  to 

I    in    motion    pictuf 
e.g ,   after    only    a    quarter    century      four   or    live 
morion    picture    arcs    would    serve    as    well    as   the 
tour    hundred    Biograph    used    over    the    rin. 
m^ht. 
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REPRESENTING  VARIOUS  TRIBES,  CHARACTERS  AND  PECULIARITIES  OF  THE  WILY  DUSKY  WARRIORS  IN  SCENES  FROM 
ACTUAL  LIFE   GIVING  THEIR  WEIRD    WAR  DANCES  AND  PICTURESQUE  STYLE  OF  HORSEMANSHIP. 
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Bl  1 1  alo  Bill's  Wild  West  and  Congress  of 
Rough  Riders  of  the  World.  A  Congri  ss  01 
American  Indians.  Color  lithograph  by  Courier 
Litho.  Company.  ©1899.  LC-USZ62-1 164 

This  lithograph  was  produced  in  Buffalo— 
an  indication  that  color  princmaking  techniques 
were  not  limited  to  New  York,  Philadelphia. 
and  other  Eastern  Seaboard  cities.  Colonel 
Cody  organized  his  spectacular  show  in  1883,  and 
took  it  on  tour  in  Europe  as  well  as  in  the  United 
States.  He  is  credited  with  giving  an  early  impetus 
to  the  "Western  Hero"  business,  which  has  come- 
to  embrace  novels,  motion  pictures,  radio,  tele- 
vision, music,  and  rodeos. 
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William  F.  ("Buffalo  Bill")  Cody  During 
His  Run  in  Olympia  Stadium,  London. 
Photograph   [1903]  LC-USZ62-22029 

An  album  of  36  photoprints  of  Buffalo  Bill 
and  his  troupe  at  the  Olympia  Stadium  was  pre- 
sented to  the  Library  of  Congress  in  1925  by 
Maj.  Sherman  Miles.  Earlier,  in  18S7,  perform- 
ances at  Queen  Victoria's  Jubilee  had  made  Cody 
and  his  troupe  an  international  success.  In  this 
country  their  appearance  at  the  Chicago  World's 
Fair  of  1893  was  a  memorable  event  for  many 
Americans. 
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Mrs.  Fiske.  Mary  of  Magdala.  Color  poster 
designed  by  Ernest  Haskell.  Printed  by  the  Grig- 
nard  Litho.  Company.  ©1903.     LC-USZ62-17357 

One  of  the  leading  ladies  of  the  American 
stage,  Minnie  Maddern  Fiske,  with  (Frederick) 
Tyrone  Power  (1869-1931)  as  Judas,  presented 
in  1902  Paul  Heyse's  biblical  drama,  which  ran 
for  more  than  100  performances.  Mrs.  Fiske's  own 
collection  of  photographs,  made  during  her  long 
career  and  numbering  more  than  2,000,  is  one  of 
the  special  resources  of  the  division  in  the  lively 
arts  field. 

Ernest  Haskell  was  a  well-known  designer  of 
posters,  and  his  designs  were  sought  by  collectors 
during  the  poster  craze  of  the  1890's.  The  design 
of  this  poster  is  closely  related  to  the  stylized  work 
of  the  French,  Austrian,  and  Czech  poster  artists  of 
the  Art  Nouveau.  The  mosaic  and  the  Pompeiian 
furniture  were  conscious  attempts  to  suggest  an- 
tiquity in  a  modern  style. 
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Anna  Pavlova.  Photograph  by  Arnold  Geothe 
[after  IV]  I  )  1/   G389-1163 


hi  addition  to  tin-  photographs  Genthe  made 
<if  the  San  Francisco  earthquake  and  fire,  China- 
town    in   San    Francisco,    flu    Yosemite    Valley, 

Charleston,   S.C.,    New    Orleans,    and    other    titles. 

and  of  [apart,  Korea,  Guatemala,  and  Cuba,  he 
also  was  professionally  engaged  in  making  pur- 
traits  ami  artistic  studies  of  his  own  imn 
circle  of  artists,  musicians,  wnitrs,  society  women. 
public  figures,  and  dancers,  including  Isadora  Dun- 
Can  .m.l  the  Duncan  dancers,  The  Library's  col- 
lection of  approximately  10,(K)0  glaSS-plati 
tives  and  prints  represents  virtually  his  entire- 
life  work.  Aniiin^  them  are  several  photographs 
of   Pavlova. 

Genthe  met  Pavlova  in  San  Francisco  when 
she  was  performing  there  with  Mikhail  Mordkin, 
her  dancing  partner.  The  Barbary  Coast  had  been 
rebuilt  after  the  earthquake  and  fire  and  new 
dances  were  in  full  swin^— the  Turkey  Trot,  the 
Texas  Tommy  and  the  drizzly  Hear  Genthe  wrote 
that  he  arranged  a  party  for  Pavlova  and  Mordkin 

to  see  the  waterfront  nightlife,  the  arrangements 

including  a  detective,  at  the  police  chief's  sug- 
gestion, to  go  along  "in  case  of  emergency." 

The  party  visited  on<  of  the  famed  dance 
halls  which  he  described  as  "a   vast   palai 

L;ilt  and  tinsel  with  a  uriat  circular  space  in  the 
center  And  around  il  a  raised  platform  with 
booths  for  the  spectators.  We  took  our  plate  m 
one  of  these.  Below  us  on  the  tloor.  to  the  barbar- 
ous sound  of  tom-tom,  cymbal,  horn  and  banjo,  a 
medley  of  degenerate  humanity  whirled  around 
m  \\e  ird  dance  steps      .  .  ." 

After     a     time     of     watching     Pavlova     and 


Mordkin  stepped  down  to  the  tlixir,  where    ' 
kin   had   to   pay   the  customary   ten-ceir    fa 

ly  knew  who  they  were,  and  no! 
them  feel  out  the  barbaric  rhythm 

with    hesitant    feet     Gradually    they    were 
away  b\  il  and   oblivious  to  their  sordid  surround- 

-1      the  il    and     'here,    a    d.i:. 
alluring    beauty. 

"Gradually,  one  couple  after  another  stepped 
aside  forming    an    astonished    circle    at 

the  edge  of  the  floor  When  Pavlova  and  Mordkin 

had     finished,     there     was    a     moment    of    silence, 
followed    by    wild    bursts    of    applause.    Th 
stamped    and    threw    their    capi    into    the    air    and 
the    women    dapped,    calling    OUI      '' 
I  made  no  attempt   to  crowd   in  aroufl 

I    to    speak    to    her.    and    when    she    passed 
through  the  circle   to  get  to  the  booth 
lane    \cas    made    for    her 

Genthe  concluded  his  account  "This  inci- 
dent has  a!"  ...  -..ample 
of    the   power   of   ^reat    art     Pavlova    v. 

rs  In    K.  and   lh<  I  I.  that 

the    tribute    of    the    sorr\    rabble    that    ni^ht    had 
meant     more    to    her    than  01    she    had 

received    from    the    crowned    hi 

(  Arnold  Genthe,  Ai  I  Rt  • 
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THE  WAY 
ME  TOLD 
THE STORY 


AND  WMAT 
HE  REALLY  DID. 


A  WESTERN  COMEDY 
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Selig  Presents  the  Moving  Picture  Cowboy. 
A  Western  Comedy  in  Two  Reels.  Color 
lithograph  by  Goes  Litho.  Company.  ©1914. 

LC-USZ62-19684 

This  poster  was  made  in  Chicago  at  the 
height  of  Tom  Mix's  early  career  as  a  Western 
star  when  he  was  appearing  for  the  Selig  Company 
( Selig  Polyscope  Co. )  of  Chicago,  one  of  the 
major  pioneers  in  the  early  films.  Mix  had  come 
from  Mix  Run,  Pa.  He  later  settled  in  Oklahoma 
— where  he  bought  a  ranch  and  exercised  his 
high  skills  as  a  horseman.  Selig  was  looking  for 
a  good  ranch  location  and  someone  who  knew 
the  territory.  The  film  company  made  a  picture 
on  the  ranch,  and  Mix  began  to  work  for  Selig, 
first  as  a  general  adviser  and  specialty  man,  then 
filling  acting  parts.  Between  1911  and  1917  he 
made  between  70  and  100  one-  and  two-reelers, 
with  predominantly  Western  backgrounds,  for 
Selig.  In  many  he  was  featured  as  star,  author, 
and  director,  and  other  posters  in  the  Division's 
collection  give  him  such  added  listings.  Mix  joined 
Fox  in  1917  and  began  a  further  career  as  & 
molder  of  the  modern  Western. 

One  of  the  most  successful  of  all  actors  at 
the  box  office,  he  had  appeared  by  1929  in  many 
more  pictures  than  any  other  motion  picture  star. 
His  style  had  largely  supplanted  that  of  an  earlier 
Western  star,  William  S.  Hart,  who  is  represented 


IN  TWO  REELS 


in  the  division  by  the  Dunstan  Collection  of  his 
films.  Mix  was  one  of  the  first  to  exploit  the 
high,  large-brimmed  hat,  usually  white,  and  other 
new  "Western"  apparel.  His  influence  was  away 
from  the  realism  of  earlier  models  and  toward 
a  greater  emphasis  on  showmanship.  This  has 
been  variously  defined  by  writers  on  the  motion 
picture  as  relating  to  "a  never-never  land,"  "a 
male  dream  world,  which  Hollywood  sold  to  the 
world  as  the  American  West,"  a  world  of  "simple, 
superficial,  shoot-it-out  plots,"  and  as  "an  abstrac- 
tion, a  convenient,  stylized  backdrop  against  which 
to  act  out  .  .  .  simple  dreams  of  heroism.'' 
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Nazimova  in  Oscar  Wilde's  "Salome."  Color 
poster.  1922.  LC-USZ62-22019 

This  motion  picture  poster  reflects  the  decor 
of  the  film  itself.  Sets  and  costumes  were  by 
Natacha  Rambova,  based  on  the  book  illustrations 
Aubrey  Beardsley  published  in  1894.  Nazimova 
was  Mrs.  Charles  Bryant. 


NAZIMOVA 

in  Oscar  Wilde's 

altom® 


O/BCCTCC     BY 

CHARLES    BRYANT 
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Irving   Place  Burlesk.   Etching  by  Reginald 
Marsh.  1929.  LC-USZ62-22033 

Starting  soon  after  1900,  a  group  of  artists 
in  New  York  City  used  real-life,  unromanticized 
scenes  of  urban  America  as  the  subjects  of  their 
prints,  drawings,  and  paintings.  William  Glackens 
(whose  work  is  shown  elsewhere  in  this  book), 
John  Sloan,  and  Robert  Henri  were  among  the 
first  of  these  "Ashcan  School"  artists,  as  they  were 
dubbed  by  critics,  and  Reginald  Marsh  took  the 
same  direction  in  his  work  somewhat  later. 

Marsh  was  a  painter  and  socially  conscious 
political  cartoonist,  as  well  as  a  prolific  print- 
maker.  Like  many  of  his  colleagues,  he  had  an 
attic  studio  north  of  Greenwich  Village,  near 
14th  Street,  at  a  time  when  the  area,  before  its 
more  recent  development  through  department 
stores  and  other  firms,  was  declining. 

The  Irving  Place  Theatre,  in  the  same  area, 
saw  its  own  cycle  of  distinction  and  decline. 
Irving  Hall,  a  site  for  dramatic,  musical,  social 
and  other  events,  had  occupied  the  southwest 
corner  of  Irving  Place  and  15  th  Street  from  its 
opening  in  I860  to  1888,  when  it  was  demol- 
ished to  make  way  for  the  Amberg  German 
Theatre,  opened  late  the  same  year.  Known  from 
the  early  1890's  as  the  Irving  Place  Theatre,  it 
nonetheless  maintained  strong  German  associa- 
tions until  1917,  when,  because  of  the  atmosphere 
of  World  War  I,  its  regular  performances  in  the 
German  language  came  to  an  end.  In  1918,  under 
the  aegis  of  Maurice  Schwartz,  it  ushered  in  the 
professional  Yiddish  art  theatre  movement.  In 
1929,  the  year  of  Marsh's  etching,  the  New  York 
Times  (December  22)  described  it  as  "the  famous 
old  Irving  Place  Theatre,  where  German  singers 
had  trod  the  boards  and  which  now  plays  bur- 
lesque to  crowded  houses.  .  ." 


It  had  become,  like  the  Hudson  Burlesk  in 
Union  City,  N.J.,  an  aspect  of  the  broad  metro- 
politan milieu  of  Union  Square,  Coney  Island,  the 
Bowery,  people  in  subway  and  street  views,  and 
other  aspects  of  the  urban  human  scene  Marsh 
sought  to  depict.  For  the  Whitney  Museum  of 
American  Art's  catalogue  and  traveling  exhibi- 
tion, Lloyd  Goodrich  wrote:  ".  .  .  wherever  the 
crowds  were  thickest  and  the  human  animal  dis- 


played his  infinite  variety,  he  found  his  subjects. 
One  of  his  dominant  themes  was  the  public  pur- 
suit of  pleasure  in  its  myriad  forms — theatres, 
burlesque  houses,  night  clubs,  dime-a-dance  joints, 
Harlem  dance  halls.  Early  in  his  career  he  fell  in 
love  with  Coney  Island  and  became  the  first 
painter  to  fully  exploit  its  flamboyant  wonders 
....  Burlesque  had  no  more  devoted  student. . . ." 
(In  Reginald  Marsh,  1955) 
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©  Walt  Disney  Productions 


185 
Mickey   Mouse    Painting  on  cellulose  acetate 

from  the  studio  of  Walt  DUnej 

U  i    z 

Animation  of  ni(,tion  pictures  invo! I 
graphing    .1    scries    of    still    images,    each    {light- 
ly   different    from    the    other,    which    will 
the   effect    of    movement    when    projected    at    the 
rate  of  about  24  frames  per  second    Thus,  more 
than     14,000    separate    ex|  needed    to 

make    a     10-minutc    animated    film     The     Walt 
Disney    Studios    used    a    system    of    paintin;- 
figUK  ill  I  cartoon  and  the  elements  of  the  back- 
ground   or    scene    OH     KpCl  trans- 
parent   celluloid    that    were    superimposed    in    the 
animation   camera    Only    the   character   or 
that    moved    in    a    given    scene    required    a    new 
painting,   so    the   amount   of   elaborate    redrawing 
could    be    kept    to   a    minimum     This    pier 
Mickey  Mouse  is  one  of  those  paintings  OH  cellu- 
loid,  which    :s    the    reason    he    is                      1    in    a 
setting. 
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Artists'  Prints 


In  all  periods,  prints  by  artists  have  had  in  common  an  inner  life  more  subtle  and  often 
more  complex  than  prints  made  merely  to  illustrate,  record,  or  propagandize.  Reproduced  in 
this  section  are  some  of  the  masterpieces  of  graphic  art  in  the  Prints  and  Photographs  Divi- 
sion: a  group  of  brilliant  impressions,  without  limitation  of  the  period  or  nationality  of  their 
creators,  to  indicate  both  areas  in  which  the  collections  are  strong  and  directions  that  acquisi- 
tions are  currently  taking. 

During  the  Library's  first  century  the  growth  of  its  picture  collections  proceeded  on  a 
haphazard  basis,  without  specific  plan  or  professional  guidance.  Soon  after  the  occupation  of 
the  new  building  in  1897,  however,  the  widow  of  Gardiner  Greene  Hubbard,  in  presenting 
her  husband's  collection  to  the  Library,  stipulated  that  the  Librarian  appoint  a  superintendent 
of  an  art  gallery  to  be  designed  to  house  the  excellent  works  of  Diirer,  Mantegna,  Rembrandt, 
and  other  master  printmakers  in  the  Hubbard  Collection.  In  addition,  upon  her  death  in  1909 
she  provided  a  fund  to  yield  an  annual  income  for  the  purchase  of  prints. 

With  this  opportunity  to  expand  the  new  collection  came  the  need  for  a  planned  pro- 
gram to  acquire  prints  not  only  by  artists  in  the  United  States  but  also  by  those  in  other  parts 
of  the  world.  But  for  this  purpose  copyright  receipts  were  not  helpful;  as  a  matter  of  fact,  they 
had  ceased  for  some  time  to  be  a  substantial  source  of  prints  of  artistic  interest.  Through  the 
19th  century  prints  of  all  kinds  were  normally  deposited  for  copyright;  but  by  the  turn  of  the 
century,  the  flow  had  become  largely  one  of  prints  intended  for  wide  sale,  as  well  as  photo- 
graphs and  reproductions.  This  shift  made  it  necessary  then,  as  it  does  now,  for  the  Library  to 
rely  on  purchase  funds  and  on  gifts  from  sympathetic  artists  and  collectors  to  increase  its  hold- 
ings of  fine  prints. 

This  effort  has  gone  forward  actively.  The  Catalog  of  the  Gardiner  Greene  Hubbard  Col- 
lection of  Engravings  was  published  by  the  Library  of  Congress  in  1905.  Subsequent  chiefs  of 


the  Fine  Arts  Division,  as  it  was  then  called,  continued  to  organize  the  collections  tor  use 
Other  gifts  and  acquisitions  were  received,  notably  the  George  Lothrop  Bradley  Colle<  tion,  !*•- 
queathed  in  1906  and  received  in  1919;  the  Charles  L.  Freer  Collection;  and  the  collection  ol 
Oliver  Wendell  Holmes,  Jr.,  Associate  Justice  of  the  Supreme  Court,  acquired  in  1953.  The 
Hubbard,  Bradley  and  Holmes'  collections  contain  most  of  the  "old  master"  prints;  they  pro- 
vide an  almost  complete  sequence,  in  impressions  of  varying  quality,  of  the  prints  of  Diirer 
and  substantial  holdings  of  the  works  of  Rembrandt  and  of  Jacques  Callot. 

A  significant  contribution  to  the  collection  of  important  modern  prints  came  with  the 
Pennell  Collection  and  the  Pennell  Fund  received  in  the  L930's.  The  Library's  interest  in  line 
printmaking  had  become  more  widely  known  in  the  1920's  through  frequent  public  exhibi- 
tions, and  the  continuing  work  of  building  and  organizing  the  collections.  As  a  result,  when 
Joseph  Pennell,  the  American  etcher  and  lithographer,  returned  to  the  United  States  from  his 
years  abroad  he  became  interested  in  the  Library's  activities  and  a  major  benefactor  ol  them. 
In  addition  to  a  fund  for  acquisitions,  Mr.  Pennell  also  left  the  Library  a  large  selection  of  his 
own  work  and  that  of  other  artists,  including  an  extensive  collection  ol  the  work  and  papers 
of  James  McNeill  Whistler.  The  Library  received  the  collections  and  purchase  hind  in  1936. 

Utilizing  this  endowment,  a  Committee  to  Select  Prints  tor  Purchase  Under  the  Pennell 
Fund,  composed  of  the  chief  of  the  Division  of  Prints  and  Photographs  and  two  outstanding 
printmakers,  recommends  purchases  of  prints  by  both  American  and  foreign  artists,  of  the  19th 
and  20th  centuries.  The  committee's  selections  have  ranged  broadly  over  the  mam  aspects  of 
contemporary  printmaking,  and  have  also  increased  the  Library's  holdings  of  works  of  the 
great  19th  century  masters  such  as  Degas  and  Manet.  The  committee's  work  has  been  aided 
for  three  decades  by  the  Library's  sponsorship  of  the  series  of  National  Exhibitions  of  Prints. 
Cosponsored  in   1973  with  the  Smithsonian's  National  Collection  of   line   Arts,  it  is  now    a 
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biennial  event  and  has  become  a  valuable  public  showcase  both  for  the  unknown  printmaker 
and  for  the  artist  of  established  reputation,  primarily  those  resident  in  the  United  States.  Each 
exhibition  is  sent  on  tour  to  museums  and  cultural  institutions  after  it  closes  in  Washington. 

Other  American  printmakers,  such  as  George  Bellows,  John  Sloan,  Childe  Hassam,  and 
John  Taylor  Arms,  or  their  families,  have  made  gifts  which,  supplemented  by  purchases,  have 
resulted  in  large  holdings  of  their  works.  Many  of  these  prints  appear  in  American  Prints  in 
the  Library  of  Congress:  A  Catalog  of  the  Collection,  compiled  by  Karen  F.  Beall  and  the  staff 
of  the  Prints  and  Photographs  Division  and  published  for  the  Library  of  Congress  by  The 
Johns  Hopkins  Press  (1970). 

In  addition  to  more  than  75,000  artists'  or  fine  prints,  other  resources  of  the  division  for 
the  student  of  the  fine  arts  include  numerous  master  drawings,  and  sets  of  facsimiles  of  prints 
from  major  collections  in  Europe.  Some  prints  of  unusual  quality  and  interest  have  been  ac- 
quired through  copyright  deposit  or  as  a  part  of  larger  gifts,  but  most  have  been  obtained  by 
the  use  of  purchase  funds  which  benefactors  have  provided  or  by  other  means  of  acquisition. 
To  develop  this  resource,  more  common  to  a  museum  than  a  library,  may  seem  strange  in  the 
context  of  the  other  pictures  in  this  book.  Yet  works  of  art  emphatically  have  a  place  in  the 
Library  of  Congress.  Just  as  in  the  book  collections  of  the  Library,  works  of  poetry  and  drama 
are  included  along  with  treatises  on  economics,  science,  or  history,  so  the  pictorial  collections 
comprise  both  the  imaginative  and  the  documentary. 
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[The  Knight,  Death,  and  the  DevilJ  En- 
graving by  Albrecht  Durer.  1513.  Hubbard  Col- 
lection. LC-USZ62-17351 

The  embodiment  of  the  Renaissance  in  the 
north  of  Europe,  Durer  was  interested  in  the 
sciences  and  the  humanities,  in  the  rediscovery 
of  the  antique  and  in  modern  developments,  in 
philosophy  and  religion.  A  fine  painter,  but  an 
even  greater  engraver,  he  created  prints  that  are 
among  the  most  important  and  influential  of  all 
time.  His  broad  range  of  interests  come  together 
in  the  brilliant  plate  reproduced  here,  in  which 
the  extraordinary  horse  reflects  a  profound  study 
of  Italian  Renaissance  and  Roman  antique  sculp- 
ture, the  animal  and  plant  forms  suggest  the  de- 
tailed particularity  of  the  natural  scientist,  and 
the  juxtapositions  of  good  and  evil,  beauty  and 
ugliness,  establish  a  powerful  intellectual  context. 
Scholars  have  long  pondered  the  exact  implica- 
tion of  the  engraving,  and  there  is  no  agreement 
on  exactly  what  Durer  is  saying  here.  Grimm, 
Panofsky,  and  others  have  connected  this  print 
with  Erasmus's  notion  of  the  true  Christian  as 
a  combatant  against  the  flesh,  the  devil,  and  the 
world,  and  see  the  knight  as  a  Christian  soldier 
in  a  generalized  sense;  others  have  interpreted 
the  print  as  referring  to  specific  religious  leaders, 
or  to  the  forces  of  evil  that  attach  themselves 
even  to  the  good  and  the  powerful. 
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[The  Three  Trees]  Etching  by  Rembrandt  Har- 
menszoon  van  Rijn.    1643.  Hubbard  Collection. 

LC-USZ62-17353 

No  prints  are  more  sought  after  today  than 
those  of  Rembrandt,  whose  paintings  and  prints 
share  a  dramatic  sense  of  atmosphere  and  mood 
created  through  the  play  of  light.  This  quality 
is  present  with  unparalleled  force  in  his  prints. 
Rembrandt  combined  the  rich  velvety  black  of 
the  drypoint  with  the  wiry  and  descriptive  etched 
line  in  many  of  his  prints,  but  rarely  with  more 
success  than  in  this  renowned  landscape.  The 
popularity  of  The  Three  Trees  is  such  that  at  least 
nine  printmakers  since  Rembrandt's  time  have 
etched  copies  of  it. 
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[Village  on  mi  Banks  01  a  Rjvbk]  Etching 

by   Antonii 

1741  and  1744]  Hub 

\<   i 

In  contrast  to  Rembrandt,  th<  tun 

landscape  paintei  Canaletto  capitalized  upon  the 
uniformity  of  line  possible   in  etching 
his  views  were  taken  directly  from  na 

have  .in  elemeni  of  invention  or  fantasy,  nut  all 
have  .1  lyric  quality  and  shimmering  light  that 
appeal  to  the  eye  and  entice  the  viewer  into  the 
picture    It    is   no   WOfl  prints 

.is  well  .is    his   p.untui;  pular  with 

m^  Englishmen,  in  Italy  on  the  fashionabfc   . 

tour,  who  wann 

-  ir    rnp 
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IL    [MONDO]     E     [PER]     LO    PIU     [GABBIA]     DI 

[Matti]  Engraving  by  Giuseppe  Maria  Mitelli. 
1684.    Hubbard    Fund.  LC-USZ62 -46600 

A  fascinating  artist  of  17th-century  Italy, 
Giuseppe  Maria  Mitelli  of  Bologna  was  a  superb 
draftsman  and  engraver,  and  in  effect,  an  early 
caricaturist  giving  his  view  of  social  and  political 
conditions  and  the  follies  of  human  nature. 

The  print  illustrated  is  titled  in  rebus  form: 
"II  [mondo]  e  [per]  lo  piu  [gabbia]  di  [matti]" 
— the  world  is,  for  the  most  part,  a  cage  for 
madmen.  In  it  one  can  find  many  breeds  of  men. 
Amusingly,  near  the  top  and  outside  the  case,  is 
the  artist,  undisturbed  and  absorbed  with  his 
palette  and  sketchbook.  Below  are  gluttons,  the 
assassin,  the  spendthrift,  musicians,  and  merry- 
makers. The  astronomer  gazes  at  higher  things; 
the  old  Jew  has  the  "Cabala" — the  Hebrew  book 
of  occult  sciences.  All  presumably  desire  to  reach 
the  top,  where  Fortune  sits  dangling  her  bait. 

Giorgio  Nicodemi  in  a  study  of  Mitelli 
attributes  the  quatrains  at  the  bottom,  a  kind  of 
annotation  found  in  many  of  Mitelli's  prints,  to 
the  artist.  (In  Achille  Bertarelli,  Le  Incisione  di 
Giuseppe  Maria  Mitelli,  1940,  p.  xxxiii)  These 
lines  state,  in  part,  that  "sooner  or  later  every- 
body enters  the  cage"  and  that  "in  short,  either  in 
actions,  or  gestures,  words  or  deeds,  the  world  is 
mostly  a  cage  of  lunatics." 

Mitelli  was  influenced  by  Annibale  Carracci 
and  made  a  set  of  40  street  cries  inspired  by 
those  of  Carracci,  one  of  which  follows. 
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[Book  Seller  from  the  DIVERSE  FIGURE) 
Etching  by  Simon  Guillain  after  Annibalc  Car- 
racci    |16461  LC-USZ62-42681 

Before  leaving  his  native  Bologna  in  1595 
for  Rome,  the  painter  Annibale  Carracci  made 
75  drawings  of  the  street  trades,  which  were 
bound  into  a  book  and  used  by  students  for  their 
exercises  in  draftsmanship.  In  1646,  the  young 
French  artist  Simon  Guillain  etched  them  ( and 
five  others  by  Carracci).  This  album,  the  Diverse 
Figure,  became  one  of  the  most  famous  series  of 
street  cries  ever  made,  and  was  reprinted  in  1740 
with  minor  changes.  This  print  shows  a  vendor 
of  books  and  tablets  very  much  in  motion  on  a 
street  in  Bologna,  hoping  to  arrest  the  attention 
of  a  potential  customer. 
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[An  Apostle]  Chiaroscuro  woodcut  after  Do- 
menico  Beccafumi  [15--?].       LC-USZ62 -46742 

The  16th-century  equivalent  of  today's  best 
art  reproductions  was  the  chiaroscuro  woodcut, 
which  sought  to  imitate  drawings  with  tonal 
effects  created  through  the  use  of  two  or  more 
blocks.  It  was,  furthermore,  an  early  means  of 
introducing  color  into  a  printed  image. 

Beccafumi  was  well  known  as  a  painter  and 
draftsman.  A  number  of  his  woodcuts  are  among 
over  100  chiaroscuri  in  the  Library's  collections, 
most  of  which  came  from  an  album  originally 
assembled  by  the  Earl  of  Pembroke,  and  acquired 
by  the  Library  in  1918. 
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[A  Spanish  Nobleman  Places  the  Lance] 
Etching  and  aquatint  by  Francisco  Goya  y  Lu- 
cientes  [Between  1801-1813]   Pennell  Fund. 

LC-USZ62-22044 

A  towering  figure  in  the  history  of  Spanish 
art,  and  one  of  the  most  imaginative  printmakers 
of  any  nation,  Goya  is  perhaps  best  known  for 
his  print  cycles,  Los  Proverbios,  Los  Disparates, 
and  Los  Desastres  de  la  Guerra.  But  he  was  also 
a  keen  student  of  the  bull  ring  and — as  seen  in 
the  print  reproduced  here — depicted  this  activity 
with  vigor.  The  particular  excitement  of  Goya's 
prints  results  in  large  measure  from  his  massing 
of  black,  white,  and  grey  areas  through  the  use 
of  the  etching  technique  known  as  aquatint,  as 
well  as  from  his  powerful  command  of  the  draw- 
ing of  figures  in  action.  This  print  is  plate  34 
in  the  third  edition  of  La  Tauromachie.  published 
by  E.  Loizelet  in  Paris  in  1876. 
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[At  the  Prado]    Aquatint   by  Edouard  Manet 
[1865  or  1868]  Pennell  Fund.     LC-USZ62-46603 

Primarily  a  painter,  Manet  was  nevertheless 
among  the  first  artists  to  revive  the  etching  tech- 
nique in  France.  Familiar  with  Goya's  work  in 
the  medium,  he  used  aquatint  to  establish  dra- 
matic effects  of  pattern  in  his  prints,  as  in  At 
the  Prado.  Contemporary  life  supplied  most  of 
Manet's  subjects,  in  contrast  to  the  artists  of  the 
previous  generation  in  France. 


198 


194 

|  Leaving   for   the   Fields]    Etching   by   Jean 
Francois  Millet  (fifth  state)    |  1863] 

LC-USZ62- 17354 

Millet  was  a  leader  in  the  mid- 19th  cencury 
of  ■  group  of  artists  known  as  the  Barbizon 
School,  who  resided  in  Barbizon  at  the  forest  of 
Fontainebleau.  He  depicts  peaceful  rural  scenes 
in  which  peasants  go  about  their  daily  chores  in 
the  fields  bearing  the  weight  of  tools  that,  sym- 
bolically, seem  to  anchor  them  to  the  earth. 
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[Nocturne]  Etching  by  James  Abbott  McNeill 
Whistler  [1880]  Hubbard  Collection. 

LC-USZ62-30998 

Whistler,  born  in  America,  spent  most  of 
his  life  in  Europe.  Many  subjects  fascinated  him 
— portraits  ( at  which  he  was  very  successful ) ,  city 
scenes,  interiors,  and  landscapes.  Nocturne,  pub- 
lished in  1880  as  part  of  his  Venice  series,  is  an 
example  of  one  of  his  landscape  mood  pieces. 
When  making  etchings,  Whistler  frequently  took 
the  plates  with  him  rather  than  doing  preliminary 
sketches  from  nature  to  be  copied  later  on  plates 
in  the  studio.  The  dark  areas  in  sky  and  water 
on  this  print  are  the  results  of  retroussage — that 
is,  simply  wiping  ink  onto  these  areas  each  time 
the  plate  is  printed,  instead  of  creating  these 
effects  with  aquatint  or  etching. 
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[LE  GRAND  BASSIN— Ostend]  Etching  by  James 
Ensor  [1888]  Pcnncll  Fund.  LGUSZ72-151 

In  striking  contrast  to  Whistler's  harbor 
scene,  Ensor  seems  to  animate  ships,  buildings, 
and  water  with  a  nervous  movement  transmittal 
by  flicks,  dashes,  and  spots.  It  is  unusual  to  find 
this  artist  responding  to  a  familiar  scene  without 
imbuing  it  with  a  quality  of  macabre  fantasy,  but 
in  this  print  he  seems  content  merely  to  suggest 
the  active  harbor  scene  at  Ostcnd. 
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[  DER  Walchensee]  Drypoint  by  Lovis  Corinth 
[1919]  Pennell  Fund.  LC-USZ62-46599 

A  virtuoso,  particularly  with  drypoint,  Cor- 
inth is  as  famous  for  his  portraits  and  figure 
studies  as  for  his  landscapes,  all  of  which  display 
an  energy  of  line  few  artists  can  match.  His  print 
of  the  Walchensee  is  more  than  just  a  view;  it 
transmits  the  feeling  of  the  artist's  personal  ex- 
perience at  this  place.  Corinth  did  in  fact  keep 
a  small  country  house  here  in  the  Bavarian  Alps, 
far  from  the  pressures  of  the  city. 
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[Self-Portrait]    Woodcut    by    Erich    Heckel 
[1917]  Pennell  Fund.  LC-USZ72-68 

Shortly  after  the  turn  of  the  century,  when 
the  expressionist  movement  started  in  Germany, 
artists  associated  with  it  revolted  against  aca- 
demic traditions  and  rejected  the  passionless  de- 
corative styles  of  the  1890's  in  favor  of  a  direct, 
intense,  emotional  statement.  In  Munich,  the 
Blaue  Reiter  group  sought  nonfigurative  equiva- 
lents for  feelings  and  action,  while  in  Dresden 
Die  Brucke  consisted  of  figurative  expressionists. 
Heckel  belonged  to  this  latter  group.  The  self- 
portrait  was  made  in  1917  quite  early  in  the 
artist's  career.  Heckel  and  his  colleagues  particu- 
larly favored  bold  forms  and  slashing  knife  cuts 
of  the  woodblock.  Along  with  Paul  Gauguin  and 
Edvard  Munch  they  gave  a  new  vitality  to  this 
most  ancient  graphic  medium. 
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[The  Engraver  Joseph  Tourny]   Etching  by 
Edgar  Degas  [1857]  Pennell  Fund. 

LC-USZ62-22051 

This  almost  classical  portrait  differs  mar- 
kedly from  the  preceding  expressionist  one  and 
from  that  which  follows.  The  subject  of  this  print, 
Joseph  Tourny,  may  have  taught  Degas  the  art 
of  etching  during  a  trip  by  the  latter  to  Rome  in 
1856.  This  was  still  very  much  within  Degas' 
formative  years — he  was  21  at  the  time — yet  the 
etching  shows  the  skill  of  a  master  draftsman. 
The  controlled  contours  of  the  figure  (a  hallmark 
of  Degas'  style)  obscure  the  connection  of  this 
composition  with  Rembrandt's  famous  etched 
self-portrait  at  an  open  window.  As  a  student  of 
etching,  Degas  devoted  himself  to  intensive  study 
of  the  greatest  master  of  the  medium. 

The  little  studies  of  clerics'  heads  below  the 
lower  margin  of  this  early  version  of  the  com- 
position were  effaced  in  later  prints.  The  artist 
probably  took  advantage  of  an  available  bit  of 
plate  to  record  an  attractive  subject,  never  intend- 
ing to  retain  his  sketch  except  in  an  early  proof 
of  the  print. 
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John  Brown.  Lithograph  by  Charles  W.  White. 
1949.  Pennell  Fund.  LC-USZ62-46932 

White's  powerful  images  convey  a  strong 
sense  of  life  and  of  experience  with  the  subjects 
depicted.  He  is  a  major  interpreter  of  black  citi- 
zens in  the  variety  of  their  roles  in  and  their 
contributions  to  American  life.  His  approach  and 
style  have  been  strongly  influenced  by  his  stu- 
dent ties  with  artists  of  social  realism  in  Mexico, 
where  he  learned  the  art  of  lithography. 

Upon  completion  of  his  art  education  he 
worked  on  art  projects  with  the  Works  Progress 
Administration  in  the  1930's.  He  has  enjoyed 
some  30  years  of  recognition  in  his  profession, 
as  indicated,  in  part,  by  the  numerous  fellowships 
and  other  awards  he  has  won.  He  is  a  painter  as 
well  as  printmaker  and  has  been  a  college  teacher 
and  lecturer.  His  illustrations  appear  in  a  number 
of  books,  and  his  works  are  in  major  galleries  and 
private  collections. 
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W[hite]  L[ineJ  S[qltare]  vim.  Lithograph  by 
Josef  Albers  [19]  66.  Penncll  Fund. 

LC-USZ62-46743 
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[Self-Portrait]    Lithograph    by    Josef 
[  1916-1918]  Gift  and  Pennell  Fund. 

LC-USZ62-43078 

Shown  are  two  prints,  both  lithographs,  done 
by  German-born  Josef  Albers  some  50  years  apart. 
Albers  was  both  a  student  and  a  master  at  the 
famous  Bauhaus  in  Germany — the  center  of  the 
European  avant-garde  during  the  1920's  and 
early  1930's.  The  primary  aim  of  the  Bauhaus 
was  to  try  to  bring  together  art  and  technology  in 
order  to  create  artistic  objects  with  the  potential 
for  mass  production,  and  to  do  this  a  special 
attitude  toward  the  elements  of  design  was  de- 
veloped. White  Line  Square  belongs  to  the  familiar 
series  Homage  to  the  Square  (both  painted  and 
printed)  in  which  Albers  investigates  the  chang- 
ing effects  of  tonal  values  and  colors  when  juxta- 
posed. 

In  White  Line  Square  every  trace  of  "hand 
work"  is  effaced,  to  focus  our  concentration  on 
the  planes  and  shapes  of  the  composition.  In 
Albers'  remarkable  Self-Portrait  the  sense  of 
structure  is  no  less  evident  but  it  is  coupled  with 
an  intense  revelation  of  the  play  of  light  on  solid 
shapes.  In  addition  to  its  significance  as  a  record 
of  the  physical  appearance  and  psychology  of  the 
artist,  the  Self-Portrait  is  a  milestone  along  the 
road  from  the  spatial  conceptualization  of  Ce- 
zanne, and  the  cubist  style  of  Picasso,  Braque  and 
Juan  Gris,  to  the  complete  nonobjectivity  of  sub- 
sequent decades. 
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[Delmonico  Building]   Lithograph  by  Charles 
Sheeler.  1927.  Pennell  Fund.        LC-USZ62 -46601 

Images  of  Philadelphia-born  Charles  Sheeler, 
photographer,  painter,  and  printmaker,  display 
clarity  and  harmony  through  the  use  of  simple 
planes  and  volumes.  His  scenes  from  the  Amer- 
ican environment  are  often  quite  specific,  as  in 
this  lithograph  of  the  Delmonico  Building,  but 
in  other  cases  his  precisionist  vision  revealed 
highly  abstract  composition  in  the  architecture, 
machinery,  and  furniture  of  which  he  was  so 
fond.  The  sloping  planes  in  perspective  and  the 
exact  observation  of  light  and  shade  show  how 
Sheeler's  eye  was  guided  by  his  interest  in  photog- 
raphy. 
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Angry  Gulf.  Drypoint  by  Gabor  Peterdi.  1971. 
Pennell  Fund.  LC-USZ62-41625 

One  of  Hayter's  most  admired  students  is 
Gabor  Peterdi,  now  a  professor  at  Yale  Univer- 
sity and  an  artist  of  exceptional  skill.  This  skill 
can  be  seen  in  Angry  Gulf,  in  the  suggestion  of 
the  forces  of  nature  embodied  in  the  violent  ac- 
tion of  ocean  or  flood  waters.  The  technical  ex- 
cellence and  strength  of  his  images  are  extraor- 
dinary. He  is  an  energetic  and  perceptive  artist 
with  a  deep  understanding  of  the  history  of  art, 
and  he  serves  as  a  member  of  the  Library's  Pen- 
nell Committee. 
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[Suburban]    Lithograph   by   Robert   Rauschen- 
berg.  1962.  Pennell  Fund.  LC-USZ62 -46604 

Robert  Rauschenberg  creates  some  sense  of 
contemporary  turmoil  in  pictorial  terms.  The  print 
illustrated  is  the  lithographic  equivalent  of  a  col- 
lage, combining  photomechanical  reproductions  of 
old  pictures  (in  this  case,  a  house,  chair,  and  a 
train  wreck)  with  freely  drawn  brushwork. 
Rauschenberg  was  one  of  a  well-known  group  of 
artists  in  the  1960's  who  made  much  use  of  the 
process  of  transferring  printed  images  from  dis- 
carded printing  plates,  with  solvents  or  by  photo- 
silkscreens,  onto  stones  for  conventional  litho- 
graphic printing,  thus  exploring  new  imagery  in 
a  traditional  technique. 
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White  Wheel  of  W.T.H.  Etching  by  John  E. 
Dowell,  Jr.  1967.  Pennell  Fund. 

LC-USZ62-35498 

"White  Wheel  of  Wfest]  T[erre]  Hfaute]" 
was  shown  in  the  1969  National  Exhibition  of 
Prints  sponsored  by  the  Library  of  Congress  and 
was  purchased  for  the  permanent  collections. 
Both  an  imaginative  artist  and  a  skillful  technician, 
Dowell  is  a  leading  printmaker  in  the  United 
States  today.  Formerly  an  assistant  professor  of 
art  at  the  University  of  Illinois,  he  went  to  Rome 
in  1971  to  join  the  overseas  faculty  of  the  Tyler 
School  of  Art,  Temple  University. 

210 

[Composition]    Serigraph    by    Miroslav    Sutej 
[1967]  Pennell  Fund.  LC-USZ62 -46744 

Since  1955  a  biennial  print  exhibition  ini- 
tiated by  Zoran  Krzisnik  has  been  held  in 
Ljubljana,  Yugoslavia,  a  traditional  art  center. 
This  has  provided  impetus  and  exposure  for 
graphic  artists  of  all  countries  and  has  been  a 
stimulating  force  for  Yugoslavs.  One  of  these  is 
Miroslav  Sutej,  who  was  born  in  Kutina  and 
studied  in  Zagreb. 

Josef  Albers  used  the  repetition  of  a  single 
form  of  varying  value  (see  White  Line  Square)  to 
turn  optical  phenomena  into  pure  aesthetic  ob- 
jects in  his  pictures.  Sutej  creates  visual  effects 
of  distortion,  producing  bulges  in  some  areas  and 
affecting  the  entire  image  by  depicting  passage 
through  planes  and  space.  The  very  process  of 
transformation  is  clear  and  adds  to  the  dramatic 
sense  of  the  print. 
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he  Charivari,   18 

Charles,  Jacques  Alexander  Cesar,  32 

Charleston,  S.C.:  Palmetto  Battery,  79;  Pinckney  Man- 
sion ruins,  151 

Cheret,  Jules,  165 

Chicago,  West,  blast  furnaces,   134 

China,  43,  45;  Peking  Zoo,  18;  Port  Arthur,  25 

Chodowiecki,  Daniel,  55,  57,  58,  59 

A  Choice  of  Weapons,  140 

Chromolithography,  9,  167 

Cimmaron  County,  Okla.,  137 

Cincinnati,  Hamilton  &  Dayton  R.  R.,  46 

The  City  oj  Philadelphia  .  .  .  ,  99 

Civil  War,  55,  74-85 

Civil  Works  Administration,  139 

The  Climax  Mower  .  .  .  ,  109 

Clipper  Ship  "Red  Jacket"  in  the  Ice  off  Cape 
Horn  .   .  .  ,  34 

Cody,  William  F.    (Buffalo  Bill),   123,   178,   179 

The  Collected  Prints  of  Ben  Shahn,  96 

Collier,  John,  137 

Collier's   Weekly,  132 

Collins,  Herbert  R.,  48 

Colorado,  Aspen,   139 


Colonial  Churches'  in   Virginia,    156 

Come'die  No.  6,  208 

Comite'de  LAN  Deuxieme,  15 

Committee  of  Public  Safety,  France,  15 

Composition,  210 

Coney  Island,  N.Y.,  athletic  club,  177 

Confederate  soldier,  84 

Connecticut:    Bridgeport    vicinity,    148;    Windsor    Locks 

vicinity,    138 
Cook,  George  S.,  79 
Cook,  Capt.  James,   14 
Coolidge,  Calvin,   10 
Copyright  Office,  9 
Corinth,  Lovis,  197 
Cornwallis,  Lord,  63 
Corry   Machine  Co.,  Corry,  Pa.,  109 
Cotelle,  Pere,  x 
Cotton  press,  160 
Cottonus  Matherus,  54 
Courier  Litho.  Company,    178 
Crajenschot,  T,  13 
Crimea,  Balaklava,  20 
Crimean  War,  it,  20 
Cruise,  Alvyk   Boyd,  161 
Cuba,  57,   87-89 
Currier,  Nathaniel,  34,  71,  105 
Currier  &  Ives,  39,  55,  74,  99.  116,  119,  161 
Cushman,  Charlotte,  170 


D.  Rosenberg  and  Sons  Standard  Carriage 

Varnishes,  115 
Daguerreotype,  72,  73,  142 
Daniels,  John  T.,  49 
Dante  Alighieri,  208 
Danvers,  Mass.,  157-159 
Daumier,  Honore,  18 
Davenport,  Homer,  91 
Davis,  Alexander  Jackson,  138 
Deadwood,  S.  Dak.,  42 
Declaration   de   l'Inde'pendance   des   Etats-unis 

DAmerique,  68 
Declaration  of   Independence,   1,  68 
Degas,  Edgar,  189,  200 
Delano,  Jack,  137,  138,  140 
Delmonico  Building,  204 
Dempsy,  Jack,   1  35 

Dempsey  Through  the  Ropes,  135 
Department  of  the  Interior,  139 
Departure  of  Charles'  and  Roberts  aerostatic 

globe  from  the  tuileries,  paris  ....  32 
Design  for  a  Church  .  .  .  ,  144 
Designs  of  a  Building  Proposed  to  be  Erected  at 

Richmond  in  Virgina  .  .  .  ,  143 
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La  destruction  de  la  Statue  Royali.   a 
nouvelle  yorck,  61 

Detroit   Photographic  Company;   see   Detroit   Publishing 

Company 
Detroit  Publishing  Company,  51,  125,   130,  155 
Dewey,  Melvil,  2 
Dexter,  Timothy,   145 
Dexter  Mansion,   145 
Diana   (steamboat),  35 
Dick,   Sheldon.  137 
Dickson,  W.   K.   L.,   172,   177 

Dictionary    of  American   Biography,    122,    1  50,    175 
Dighton,  Robert,  162 
Dinwiddie,  William,  90 
Dirksen,  Reyn,  31 
Disney,  Walt,   185 

A  Disputed  Heat  Claiming  a  Foul.  119 
District  of  Columbia;  r«   Ws  .  >< 

Diverse  Figure,   190 

Division  of   Fine  Arts,  Library  of  Congress,   7,    138 
Division  of  Prints,  Library  oi  Congress, 
Dixon,  John,  55.  60 
Dockstader,  Lew,  175 
Doolirtlc,  Amos,   65 
Douglas,    Stephen    Arnold,   72 
Dowell,   John  E.,  Jr.,  209 
Durer,  Albrecht,   186,  788,  189 
Dunstan  Collection,  161,  182 
Dupont,  Aime.   174 
Duval,  Peter  S.,   102,  104 

The  Early  Architecture  of   North   Carolina    A    '  • 

Sunt)  ,160 

Early   Photography  in   Canada,  56 
Eaton,  Amos  B.,  69 
Eby,  Kerr.  95 

Eckington  &  Soldiers  Home  Railway  Co.,  47 
Economic  Cooperation  Administration,   il 

Edwin  Booth  as  Hamlet,  167 

Edison,  Thomas  Alva,  172,  177 

Edison  Kinetosc.opic  Record  oi    a  SNEEZl 

Edison    (Thomas  A.  >    Laboratory.    161 

Edward    VII,    King   oi    Ort.it    Britain.    21 

Eidlitz,  Leopold,   Ms 

Eliot,  Charles  G.  L,  21 

Emigrant  Train,  strawberry  Valley 

Empire   Sewing   Machine  Company.    I  I 

Endicott.    1  i(. 

Endicott  &  Company,   154 

Endicott  &   Swett.    3i 

Engleheart,  G.  D,  21 

The  Engraver  and  the  Printer,  t 

The  Engraver  Joseph  Tourny,  200 

Engravers  and  Et<  hers,  i 


Ensor,  James,   196 

i  rn  i    \\  tn  ■  .  Irndi   i  a,  imtbip  I . 

l  m.t  Collection,  161 

I.  I   il.irnf>t     (Iniltldle,    X 

EUROPI     Air   hi  k  COLORS  to   nil    Mam 
Evans,  Walker,  137 

Isaonx'I    ...  l arm  Security  Admioi 

..t    War    liiti.niutn.il 

Tbt  Pact   ••/  Robtrt  I    Ln  m  Lift  •m.l  Lagtni,  81 

Falk,  B.  J.,  173 

The    Fail    oi     WASHINGTON,    01    Mm.     IN    PUL1 

Flight,  66 
Farm  Security  Administt.-  1  10 

Faust,   170 
Fawcett,  Waldon. 
Federal  Court  foi  th<   I  astern  1 1 

Fern,  Alan. 

hi  for  Sanliai 

Fillmore,   Millard,    71 

First   Landing   oi    Ambrn  ins    in    i 

(  OMMODORl    M    <      Pi  RR1  19 

Minnii    Ma  1  lern,   161 
Five    Celebrated    Clowns    Attached    to    sands. 

Nathan  GO'S    (  DIM  OS,   165 
a,  Silvei  Springs,  41 
Flynn  Ph.  .to  Company,  6 
Forbes,  Edwin,  78 
Fores,  S.  W 

I  orrest,   I  170 

Forsyth,  J> .ho .  i  i 
Fontainebleau,  12 
France. 

Irani   Laslia'i  llluttrottd 
Freer    (<  harli      I       '  189 

Freidel,    Franl 
French,  ll<  th<  rt   I  .   10 
French   Revolution,    15 

I iri n(  hmi  n  Riding  Horsi  back 

Front  Viiw  oi    mi    NB*   YORK  Posi  OFFIC1 

I  16 

Fuller,  George  F.,  35 

l  bomas,  60 
Gallatin,  Albert. 
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(..lithe.   Arnold,    fl  181 
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Habermann.    1 
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Haskell,  Arthur  C,  157 

Haskell,  Daniel  C,  98 

Haskell,  Ernest,  180 

Hassam,  Childe,  790 

The  Hatch  Lithographic  Company,   114 

Hawaii,  14 

Hawks,  Francis  L.,  19 

Hayter,  Stanley  William,  205 

Heckel,  Erich,   199 

Heine,  Peter  Bernard  William,  19 

Held,  Anna,  174 

Heppenheimer  &  Maurer,  119 

Herrman,  Augustine,  98 

He's  Watching  You,  29 

Hesse,  Don,  97 

Hinchinbrooke,  Viscount,  21 

Hine,  Lewis  Wickes,   99,   131 

Historic   American    Buildings    Survey,    138,    139,    157- 

159,   161 
History  of  the  Indian  Tribes  of  North  America,  101 
The  History  of  Photography,  20,  57 
Hodge's  Explanation  of  a  Hundred  Magistrates, 

16 
Holland,  Leicester  B.,    138 
Hollar,  Wenceslaus,    160 
Holmes,  Oliver  Wendell,  24 
Holmes   (Oliver  Wendell,  Jr.)    Collection,  189 
Holmes,  William  B.,  150 
Home  Washing  Machine  &  Wringer,  110 
Hooper,  Robert   ("King";,   157 
Horgan,  Stephen  H.,  56 
How  the  Other  Half  Lues,  122 
Hubbard    (Gardiner  Greene)    Collection,  /,  2,   12,   186, 

187,  188.  189,  189,  195 
Huet,  Jean  Baptiste,  15 

The  Human  Lizard  and  the  Human  Frog,  176 
Huntington,  Mrs.  W.  Chapin,  43 
el-Husseini,   Hussein    Hashim,   26 

Iconography   of   Manhattan    Island.    146,    14",    150 

Illinois,  South  Chicago,   134 

he  lncisione  di  Giuseppe  Maria  Mitellt.   189 

Indian  Child  and  Puppy,  124 

Indiana,  West  Terre  Haute,  209;  Gary,  134 

Interior  of  Dining  Cars  on  The  Cincinnati, 
Hamilton  &  Dayton  R.    R.,  46 

Iowa  City,  Iowa,  iv 

Iranistan,  an  Oriental  Ville  (Near  Bridge- 
port, Connecticut),  148 

Irving  Place  Burlesk,  184 

Italy,  Venice,    195 

Ives,  Frederick   E.,    56 

j.  wlnans  in  the  character  of  "joe"  in  .  .  . 
New  York  As  It  Is,  163 


Jackson,  William  Henry,  99 

Japan,  18;  Gore-Hama,  19;  Yokohama,  22 

Le  Jardin  des  Plantes  a  Pekin,  18 

Java,  44 

Jazet,  Jean-Pierre-Marie,  68  • 

Jeffries-Sharkey  fight,  177 

Jefferys,  Thomas,  55 

Jenner,   G.  F.,  21 

Jerusalem,  surrender  of,  26 

Jerusalem,  26 

John  Brown,  201 

Johns  Hopkins  Press,  7,  190 

Johnston,  Frances  Benjamin,   126,   138,   160 

Johnston,    Thomas,   55 

Joint  Committee  on  the  Library,  2 

Junks   in  China,  43 

Kaplan,  Milton,  viii,  80 

Karo,  George  Brzezinski,  53 

Kellogg,  Frank  B.,  10 

Kellogg,  Paul  Underwood,  131 

King,  James,   14 

King,  Lieutenant,  20 

Kirby,  Rollin,  100 

Kitty   Hawk,  N.C.,  49 

Kleine    (George)    Collection,  161 

Knapp,  Samuel   L.,  145 

The  Knight,  Death,  and  the  Devil,   186 

Knoedler,  M.,  35 

Kollwitz,  Kathe,  27 

Kommunistische  Partei  Deutschlands,  27 

Krzisnik,  Zoran,  210 

Kurz  &  Allison,  87 

Lagerlof,  Selma,  26 

Lake  George,  battle  near,  55 

Landauer   (Bella  C.)    Collection,   32 

Lange,   Dorothea,   137 

Larsson,  Hoi  Lars,  26 

Lasansky,  Mauricio,  205 

The  Last  Days  of  the  Sioux  Nation.   123 

The  Last  Deadwood  [South  Dakota]   Coach,  42 

The  Latest  Suffrage  Recruit,  94 

Latrobe,  Benjamin  Henry,  138,  141,  143 

Lawn  Tennis,  121 

Lawrence  &  Houseworth,  36 

Leaving  for  the  Fields,  194 

Lee,  Robert  E.,  81 

Lee,    Russell,   1  M 

Leggo,  William    Augustus,   56 

Leipsic,  Battle  of,    17 

Leizelt,  Balthazar  Frederic,  62 

LePretre  Mansion,  New  Orleans,   161 

Levy,  Louis  E.,  57 

Levy,  Max,  57 


Lewis  Morrison's  Magnificent  new  Faust.  The 

Brocken  Scene,  170 
Lexington,  Battle  of,   59,  64 
Library  of   Congress,  3-6 
Life    (1883-1936),    132 
Life  (1936-72),  140 
A  Life  of  Timothy  Dexter  .  .  .  ,  145 
The  Life  of  a  Fireman.  The  Ruins  .  .  .  ,  105 
Lincoln,  Abraham,  75 
Lind,  Jenny,  72,  161.  164 
The  Lindens  .  .  .  ,  157-159 
Little  Orphan  Annie,  131 

Ljubljana    (Yugoslavia)    Print  Exhibition,  210 
Locke,  Edwin,  137 
London  Index,    81 
London,  Olympia  Stadium,  179 
London  Times,  20 
London  Transport  Executive,  53 
London  Transport  Sightseeing  Bus  Tours,  53 
Lord   Timothy  Dexter  .  .  .  ,   145 
Louis  XIII,  King  of  France,  12 
Louisiana,  New  Orleans,  125,  126 
The  Louvre,  32 

Lyman,  Mr.  and  Mrs.  Andrew,  138 
Lynn,  Mass.,  126 
Lyons,  Lord,  21 

McClellan,   George   Brinton,    75 

McClure's  Magazine,  57.  89 

McComb,  John,  150 

Macedonian,   H.   B.   M.,   Frigate,   67 

Machado,  Mrs.   Mary,    140 

McKenney,  Thomas  L.,  101 

McNulty,  Kneeland,  96 

Madison,  James,  66 

Madrid,  Spain,  Museo  Nacional  de  Pintura  y  Escultura, 
193 

Magnus   (Charles)   &  Company,  166 

Mahan,  F.,   100.   10  i 

"Maid  of  the  Mist,"    166 

Major  &  Knapp  Engraving,  Manufacturing  &  Litho- 
graphic Company,  109 

Manet,  Edouard,  23,  189,   193 

Mangin,  Joseph  F.,  150 

Mantegna,   Andrea,    188 

Manuscript  Division,  Library  of  Congress,  7 

Marceau    (Antoine   Francois  Sergent);   see   Sergent 

Marquand,  John  P.,  145 

Marsh,  Reginald,  762.   184 

Mary  of  Magdala,   180 

Mary  Sharp  College  at  Winchester.  Tenn..  149 

Masonic  Temple,  152 

Massachusetts:  Boston,  56-58;  Danvers,  157-159;  Lynn, 
126;  Ncwburyport,  145;  Springfield,  153-154 
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Mather,  Cotton,    5  I 

Mathews,  Alfred  Edward,  76 

Matson,   Edith,    26 

Matson    (G.  Eric)    Collection,  26 

Matson    Photo    Service;    see    American    (  olony    I 

raphers 
Matter,    Herbert,   52 
Maurer,  Louis,   105,   109,   119 
Mayer   (Ferdinand)   Sc  Company,  760 
Mayer   (Ferdinand;   &  Son,   113 
Meade,  George  Gordon,  82 
Mearns,  David  C,  7 
Meer,   Noach    van    der,    the   younger,    13 
Meisenbach,  George,  56 
Mephistopheles,    170 
Meredith,    Roy,    81 
Mexico,  70 
Mickey  Mouse,  185 

Mickey   Mouse,    160 

Middiman,    Samuel,    14 

Middleton,  Strobridge  &  Company,  76 

Miles,  Sherman,   179 

Milhollen,  Hirst  Dillon,  nit 

Millet,  Jean  Francois,  194 

.•!   Million  and  One  Nights.    177 

Mimee,  E.  W.,  147 

Miner    ( H.  C.)    Lithograph  Company,  175 

Mississippi  River,  $5,  5  1 

A  Mississippi  River  Landing,  51 

Mitelli,   Giuseppe    Maria,    189 

Mix,  Tom,   182 

Moller,  Johannes  B.,   100,   127 

II  MONDO  E    PER   lo  PlU  Gabbia  di  Math,   189 

Mons.  Blondin's  Walk  Across  the  Cataraci.  166 

Montanus,    Arnokius,   OS 

Montcalm  and  Wolfe,  55 

Morgan   (W.  ).)  &  Company,  760 

Morris  Island,  South  Carolina.  Full  Sap  .... 

80 
Morrison,  Lewis,  170 
Morse,  Joseph,    165 
Morse,  MKenney  &  Company,   165 
The  Moving  Picture  Con  bo)     182 

Mr.  Braham  in  the  Character  op  Orlando,  162 

Mrs.  Fiske,  Mary  of  Magdala,   180 

Mucha,  Alfonse,   165 

Murfrcesboro,  Battle  of,  76 

Murphy,   Henry  J.,   158 

Music   Division,  Library  of   Congress,     i, 

Mutoscope,   177 

Mydans,  Carl,   137 

Nagasaki-c,   22 
Napoleon   I,  2 


\jrrjliii     '.I    tin     Exptd$SiOfl    o/    J'.  ujdr.,n 

tn  japan.    10 

Num.   Thomas,   86,    100 

nal  <  lnl.1  l 
National  (  ollection  ol  Fine  An\.  189 
National  I  thibition  ol  Prints,  189 
National  i'.irk  Si  rvice,  /  \9 

impany  <  ollection,  /o 
nal  Socialism,  28 
National    SOZIALIS1    ODEI    UMSONS1    WARI 
Offer,  28 

\a:.il     S,t»;.  >     .;':./     Rt  •■.  I     lh<      <  hi!      War 

....       <> 

Nazimova  in  Oscar  Wilde's  "Salome,"  i k s 

Nazism,   n<    National  Socialism 

i.  (  arson  D< sen,  1 1 1 
The    St :.  •>./</,/,     lit 

. 
I'm    Nl  «   (  OSTUMI    POl  ka  102 

A  New  Display  of  the  UNITED  STATJ 
New  Orleans,  La.,  125;  LePretn    Man  i  m,   161 
a  neu  Orleans  Milk  cart,  125 
\i\x  York  and  Brooklyn  Bridgi 

\,:,     York      \-    I:   I 

New    >'•  rk    (  it) .  98,    136;  1 
Gallery,   21;    Brooklyn    Bridge,    116-118;   City    Hall, 
150,   Coney    island    Athletic    (  lub,    177;    Delmonico 
Building,    104     Destruction  ol   itatui    ol   (■(  irgi    ill 
61;  Fire,  1  76,  62;  Irving  Place  Burk  I 
berry   Street   bend    vegetable   Stand, 
I  16;   Sttten   lsl.ni>!,    100;  Trinity   (  hurch 
rk    Daily  Graphic.    50 

\i  :.      'l  I    [6 

\,,<    York   1 1,  raid.   L70 

\,:,    York   Hirsld  Tribunt,  93 

Vi  /.     Yuri    Journal.  91 

i    rk  Stan     Long  Island  '■      ira  Falls,   106, 

166 
The  Nn  !    o 

Tin    V:.    Yorktr,  100 
Newburyport,   Mass  ,    I  iS 
Newcastle,  Duk<  of,  21 
Newport,  R  I  .    Tin  Break*  rs,'    155 
Tin    Nl  WSBOY,   103 

.  Palls    N  Y      10 

II.  T.    I  i 
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Pick,  Frank,  53 

Pickford  (Mary;  Collection,  161 

Pictorial  Archives  of  Early  American  Architecture,  138, 
156 

Pierce,  Franklin,  72 

Pine  Ridge,  S.   Dak.,  Villa   of   Brule,   123 

Pittsburgh  Survey.   131 

Plank,  Josef,  30 

Plumbe,  John.  Jr.,  10,  142 

Polish  Tobacco  Farmers  .  .  .  ,  138 

A  Political  Lesson,  60 

Polk,  James  Knox,  73 

Porter,  Horace,  82 

El  Pozo  [or  El  Poso?],  57,  89 

Prang    (L.;    &  Company,   121 

Presidents  on   Wheels,  48 

Primrose,  George,  175 

Primrose  &  Dockstader's  Great  American  Min- 
strels .  .  .  ,  175 

The  Prince  of  Wales  and  his  Suite,  21 

A  Prospective  View  of  the  Battle  Fought  near 
Lake  George  .  .  .  ,  55 

Providence,  R.I.,  Westminster  Street,  130 

Puerto  Rico,  739 

Pursuit  of  the  French  Through  Leipsic  ...  ,  1" 

Quarterly   journal   of    Current   Acquisitions.    Library   of 

Congress,  89 
Quarterly  Journal  of  the   Library  of  Congress,  80 

Roche,  Thomas  C,  84 

Rogers,  William  Allen,  100 

|Le  Roi  Donnant  l'Accolade  .  .  .  ],  12 

Roosevelt,  Theodore,  48,  87,  88,  90,  92 

Roosevelt  and  the  Rough  Riders  at  San  Juan 

Hill,  88 
Roosevelt    (Theodore)    Collection,   162 
Rosskam,  Edwin,  137 
Rothstein,  Arthur,  1  3" 
Rough  Riders,  87,  88,  90 
Rowlandson,  Thomas,   16 
Roy,  Frederic,  161 
Royal  Society  of  London,  54 
Royle,  Edwin  Milton,  176 
Russo-Japanese  War,  25 

Sachse  (E.)  &  Company,  112 

St.  Germans,  Lord,  21 

St.   Louis  Globe-Democrat.  97 

Salome,  183 

Salvini,  Tommaso,  170 

San  Francisco,  Calif.,  127-129 

San  Juan  Hill,  Battle  of,   57,   88-90 

Sanborn,   Herbert,   viii 


Sandburg,  Carl,  166 

Sandham,  Henry,  121 

Sandow,  Eugene,    173 

Sands,   Nathan    Co.'s   Circus,    165 

Sandwich   Islands;   see  Hawaii 

Sarony,   Napoleon,   161 

Sarony   &  Company,   19  • 

Sarony  &   Major,  "0,  148 

Schmitt,    Martin   B.,    123 

Scott,  Winfield,   72 

Scribner's  Magazine,    176 

The  Second  Battle  of  Bull  Run  . .  .  ,  "4 

Second    Street.    North    from    Market    Street 
with  Christ  Church,  Philadelphia,  99 

Seibert    (Henry)    &   Brothers,     117 
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